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	Introduction

	 

	Zsófia Anna Tóth and Zoltán Vajda

	 

	 

	 

	The current book is the third installment in the book series that our Department of American Studies at the University of Szeged started three years ago to celebrate the professional and academic achievements of the last decades. Following Revisiting the Past: American Culture in Contemporary Context, edited by Irén Annus and Ágnes Zsófia Kovács in 2021, Szeged Series in American Studies #2, Critical Explorations of U.S. Culture, Literature and History, edited by Réka M. Cristian and Zoltán Dragon, was published in 2022. The third book of the series also follows suit and aims to document the work at the Department that involves diversity, multidisciplinarity as well as intersectionality. 

	The two studies by Irén Annus tackle current challenges related to race and gender in contemporary American society. In her piece entitled “A Nation Still Divided: Approaches to Race/Ethnicity in the US” she re-visits key American conceptionalizations on race/ethnicity along with practices of racism and proposes that academic theorizations at the beginning of the twenty first century all share in arguing for change along one of three main traits: (1) maintaining classical categorizations of race/ethnicity, but endowing them with different content; (2) the gradual vanishing of the traditional categories of racial classification; and (3) a shift towards a more particular and thus specific perception of the US racial and ethnic landscape. However, in the light of the first two decades of the century, these propositions seem to have been quite optimistic as racial tensions have amplified and remained a definitive feature of social classification and stratification. Her other study by the title “Tradwomen on the Rise: The Expansion of the American Culture Wars” addresses concerns of traditional white women in the US and the specific ways in which they are angered by a perceived sense of betrayal. Consequently, they engage in discourses of victimization, as do many of their male family members, and in activism of various forms and scales to justify their lifestyle, seek support and improve their perceived injured position within the American social fabric.

	Réka Mónika Cristian’s “Plays About Babies: Offspring in Edward Albee’s Family Dramas” maps the post-nuclear American family in a selection of Edward Albee’s plays that discuss family matters and examines the construction of the child’s identity in Albee’s alternating families with the help of homographesis and of the dramatic blind spot. The Sandbox (1960) and Three Tall Women (1991) present the child and the family in an explicitly personal perspective, while The American Dream (1961) and A Delicate Balance (1966) discuss problematic family relationships more objectively. Finding the Sun (1983), The Play About the Baby (1998), and The Goat or Who is Sylvia? (2000) are fitting depictions of the changing figure of a child from that of a baby to an openly gay son in both subjective and objective ways.

	In her essay titled “The Case of the Harem: Edith Wharton’s Topoi of Oriental Femininity in In Morocco (1920)” Ágnes Zsófia Kovács probes into Wharton’s account of Oriental women in Moroccan harems in her travel book In Morocco (1920). As in her other travel texts, Wharton focuses on representing social patterns of behavior just as much as on providing itineraries of artistic interest. Among these, repeated visits to harems provide her with glimpses of Moroccan domestic life and staple scenes of Orientalist interest. Wharton makes use of general contemporary Orientalist patterns of representing Muslim women as highly sexualized and eroticized. However, she meets Moroccan women across different classes from middle class to upper class and perceives the daily realities of harems. Also, she herself is painfully aware of the different sets of priorities that govern the lives of Anglo-Saxon and Latin women of the West, so she may be able to discern specificities of the harem situation as well. The question the paper poses is how Wharton can position her text in relation to basic Orientalist notions of Eastern femininity and gives Wharton’s special interest in women’s roles. The paper claims that Wharton’s special feminine distinctions and sensitivities seem to work only partially in the Orientalist context: her criticisms of Oriental women are formulated from the perspective of self-conscious Occidental feminine domesticity.

	Zsófia Anna Tóth’s “Changes in the Representation of Female Aggression in the Various Versions of Maurine Dallas Watkins’s Chicago” examines how the visual as well as textual representation(s) of female aggression changed throughout the twentieth century in American culture by having a closer look at various versions and adaptations (1927, 1942, 1975 and 2002) of the story of Chicago. The focus is on how the image of the (classical) femme fatale or the vamp of early American cinema evolved while through the theatrical as well as cinematic renderings of the story the representation of the female murderers also changed. It is also discussed how the ingénue-vamp duality appeared in American visual culture and what the precedents of the split representation of women (angel in the house/true woman – fallen woman/femme fatale) were within British and American cultures. The paper tries to find answers to why and how the guilty female characters get away with murder and are treated leniently while Chicago’s ever-lasting appeal and impact are also addressed within American culture (and beyond). Her second study titled “Emily Dickinson’s Death Poetry Reinterpreted through the Lens of Humor and Catachresis” discusses how Emily Dickinson, with the help of humor and catachresis – both of which work with the logic of defamiliarization/refamiliarization –, tries to reinterpret death as an experience, as a state of being or as an E/entity that we all encounter inevitably. The paper argues that Dickinson refused to be intimidated by the traditional concepts of death/Death and she consciously approached it/It with humor as well as through catachresis to shake our notions and force us to see the whole issue from a new perspective. For Dickinson, death was never a final destination, it was always a door and a new avenue for greater knowledge, wisdom and exciting adventures. The paper analyzes some of her most unorthodox (and well-known) poems about death and dying to support these claims after overviewing the scholarly research on her death poetry (that traditionally also treated it as tragic and there were only occasional instances when her humor was pointed out) as well as some theoretical arguments about the workings of humor, catachresis and some reflections on the relationship between women and humor. Her third piece titled “The Filmic Representations of Femmes Fatales within Information Society” discusses how the information age affected the representation of femmes fatales. The femmes fatales of information society greatly differ from earlier ones due to their technical, technological and information science knowledge and expertise while their use of machines, all sorts of devices as well as technological means greatly affect their efficiency in reaching their aims. Although Hollywood films made during the 1990s are generally under scrutiny but the main focus is on Catherine in Basic Instinct (1992), Meredith in Disclosure (1994) and Bridget/(Wendy) in The Last Seduction (1994). It is revealed that these new femmes fatales become more ruthless, dangerous, effective, competent and successful exactly because of their knowhow of information society. These new femmes fatales are more powerful because of being independent professional women within information society.

	In “Thomas Jefferson on the Generational Aspect of Modernizing Native Americans,” Zoltán Vajda examines Thomas Jefferson’s plans about the assimilation of Native Americans from the perspective of modernity. He argues that Jefferson’s concern with transgenerational issues had a bearing upon his attitude toward Native American cultures as well as his desire to integrate them into Euro-American society.

	 

	 

	
 

	Tradwomen on the Rise: The Expansion of the American Culture Wars1

	 

	Irén Annus

	 

	 

	 

	0. Proem

	In January 2021, Joe Biden replaced Donald Trump as president of the United States. Despite various superficial similarities, such as being college educated, financially secure, white elderly men from the East Coast, the real differences were so striking that no one in the GOP camp believed that Biden could indeed replace Trump and become their president. The election results were called into question, and a group of angry Trump supporters stormed the US Capitol on January 6, 2021, to prevent Congress from certifying the election results, which they believed to have been manipulated. Angry white men and women both participated in the attack, and subsequent FBI investigations and a series of court cases, including ones against the former President himself, have ensured that their level of frustration and anger has been maintained. 

	Americans with rather conservative, traditional values in particular adhere to the discourse of “red pill rhetoric” and voiced their concerns of the government’s “unjustified” limitation of their individual freedom during the Covid-19 lockdown and travel restrictions. In addition, debates about health-risk concerns and vaccination, social distancing and masking constituted yet another set of anxieties, around which they could unite forces. In fact, research conducted by the Pew Research Center in 2020 confirmed that the pandemic divided Republicans and Democrats even more than ever before. The overtly politicised nature of Covid-19 in the US is also signalled by the fact that Republicans in particular successfully pushed for an investigation into the origin of the Covid-19 pandemic, and the US House of Representatives started the first series of public hearings on the matter in March 2023.  

	A very active segment of this population is constituted by alt-right groups, both men and women. Although this political family is primarily associated with men, women are fundamental to its existence, as noted by Love (2020). Alt-right ideology and masculinity, which frame the gendered relations they envision – which continue to be characterised by hypermasculinity, misogyny, patriarchy and white supremacy – can be defined in relation to women, some of whom have emerged as activists and influencers that propagate their views. In recent years various subgroups marked by specific masculinities have evolved within this manosphere, such as incels (involuntary celibates), MRAs (men’s rights activists) and PUAs (pick up artists), among others (ADL Center, 2018; Perlinger et al., 2023). In parallel, the number of women inclined to adhere to their values and ideology also continues to grow and, in addition to tradwives and tradmoms, by now shield maidens and fashy femmes have also been added to the circle of women within this subculture (Love 2020).

	Recent studies confirm the continually increasing social presence and impact of trad-culture in US society, particularly among younger white women of modest financial backgrounds. Cooksey (2021) concluded that they are attracted to the tradwife lifestyle which returns them to the golden age of the traditional family model, particularly after Covid-19, which has shaken current US society to the core and undermined previous understandings and practices that had been believed to provide ontological security for the individual. These women idealise the golden years of the 1950s, the quintessential era with white patriarchal power at its core: when the father alone could provide for the whole family and stay-at-home moms ensured that the home front was in order. Trad-culture views this era of white privilege and economic expansion with nostalgia, along with the political and ideological underpinnings of glorious American exceptionalism, characterised by conservatism, nationalism and Christian zealotry. At the same time, it chooses to ignore the deep social, political and economic turmoil that was on the verge of exploding in the face of this post-war white American dream.

	As Love (2020) points out, the trad-culture movement has developed a unique aesthetic culture as well, which touches upon all areas of domesticity from fashion through lifestyle to home design. Cottagecore, as Cooksey (2021) defines it, is a form of “TikTok preaching” that celebrates a modest, traditional, rural lifestyle and a unique aesthetic mix of a traditional vision with a modern application. This is a new wave of tradwifery culture (which originally appealed to Millennials), advertised on various online surfaces, that capture the imagination of young women, particularly Zoomers, whose world view has been defined by constant shifts and resultant insecurities rooted in their experiences with the digital age, climate change, Covid-19 and the changing economic landscape. Cottagecore is one potential response to these anxieties: it is “part aesthetic and part ideology, encouraging women to embrace supposedly feminine characteristics like chastity and submissiveness, and trade feminist empowerment for a patriarchal vision of gender norms” (Cooksey 2021) with the promise of a secure life in a rural setting. Sustainability, responsibility for the individual and one’s family, and a romanticised withdrawal from urban life and its tensions provide the cottagecore vision of a safe and balanced life that some women of this generation long for. (The general sense of anxiety experienced among Zoomers is indicated by the popularity of cottagecore among members of the Queer community of this generation as well.) The study below published four years ago thus may continue to be relevant to account for the emergence and continued proliferation of trad-culture and trad-womanhood in the US.

	1. Anger and American Society

	The 2016 election of Donald Trump to the US presidency has been studied from numerous angles, including voter demographics in terms of gender, race, class, age and educational level, among other factors. Based on exit polls (Figure 1), it was soon established that Trump was put into office by white voters – mainly men, but also a surprisingly high number of women; by members of the lower and middle classes (Draut 2018, 11–12) – but also by members of the upper class; by people without a college education – but by many with degrees as well; and by people over 45 – but also by many younger people. Trump voters tended to be married and Christian by faith, and they came from rather more traditional and conservative layers of American society. 

	Exit poll findings, fine-tuned to reflect not only the most basic categories of gender, race, religion, etc. in terms of voting behavior, but also processed data that measures at least two variables at once, presents us with a much more nuanced set of results – and portrayal of American society. Days after the election in 2016, Junn (2016) published an article in which she points out that, indeed, men voted for Trump and women for Clinton, but if we also consider the racial distribution along with gender, it becomes clear that the majority of white women voted for the Republican candidate. Moreover, she continues, data from the National Election Study reveals that since 1952, the majority of white women have consistently supported the Republican Party and voted for the Democratic candidate only twice: in 1964 and 1996 (see also Frasure-Yokley 2018, 4–5). A further division of this group based on educational level – which is often used as one marker of class, even though the social landscape has been changing in this regard (see Standing 2011) – demonstrates that, actually, white women with degrees comprised the only segment among white voters that cast the majority of votes for the Democratic candidate (51%). Still, the simple fact that remains in the public mind is: American men voted for the Republican, and American women voted for the Democrat.
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	Figure 1. 2016 Presidential Election, Demographic Vote Share (CNN, 2016)

	 

	 

	 

	 

	Both Yarrow’s description of “sidelined men” or “men out” living on the margins of American society, “disconnected from work, family and children, civic and community life, and relationships … often angry with government, employers, women and the ‘system’” (2018, xii) and Kimmel’s study of “angry white men,” deeply fueled by “the potent fusion of two sentiments – entitlement and a sense of victimization” (2017, x), that is, experiencing “aggrieved entitlement,” capture the essence of the large white male population that was attracted to Trump and what he symbolized. They voted with their hearts: their emotions of disappointment, their sense of deprivation, their disillusionment and hopelessness, which culminated in rage. In Trump, they recognized the man who understands them, feels their pain, speaks their mind and can truly represent them: the white men who used to be the heartbeat of America.

	In the context of the US, the frustration of white men on the structural level is the outcome of a longer series of crises, the beginning of which I would relate to the social changes of the late 1950s and 1960s, when a succession of political upheavals, from the protest movements to end racial segregation and discrimination, through the women’s movement, gay movement, students’ movement, anti-Vietnam movement and hippie movement to the Fourth Great Awakening, shook the nation and its traditional, gendered and racially segregated, patriarchal, heteronormative and Christian foundation. Kimmel, on the other hand, in his history of American masculinities (2012), locates the emergence of angry white men in particular in the 1990s, when they started to portray themselves as victims of American society. As Wiegman points out, they mobilized “the language of the civil rights … to protect whiteness, which is cast not only as a minority identity but also as one injured” (1999, 116). By drawing on the political logic of the civil rights era, they engaged in discourses of victimization in terms of both race and gender and were thus able to challenge public practices of “reverse discrimination” instituted by affirmative action programs. 9/11 added further challenges to traditional masculinities as it represented an attack on the body of the nation, stirring up enormous frustration and anger in many. The recession that evolved out of the housing crisis in 2008 placed a series of further burdens on many of America’s men, who felt continually disenfranchised, humiliated and beaten, even though, as far as they could see, they had done nothing wrong (see Annus 2015). This sense of undeserved victimhood surfaced among white men in particular, of all socio-economic standings and increased their frustration, dissatisfaction, worry and anger.

	Anger in particular has been recognized as an increasingly important indicator that impacts people’s political behavior. 

	Anger has a peculiar power in democracies. Skillfully deployed before the right audience, it cuts straight to the heart of popular politics. It is attention-getting…. It is inherently personal and thereby hard to refute with arguments of principle; it makes the political personal and the personal political. It feeds on raw emotions with a primal power: fear, pride, hate, humiliation. And it is contagious, investing the like-minded with a sense of holy cause (Freeman 2018).

	And the “politics of outrage” is the essence of the current presidency, as Freeman (2018) notes in her analysis of the Brett Kavanaugh case, also reflecting on how this is not the first time this has happened in US history: the politics of anger also dominated the period of the 1830s to 1850s, paving the way to what then became the greatest test of the union. Traister discovers a more generic power in anger when claiming that, broadly speaking, it “has often been the sparkling impetus for long-lasting, legal or institutional reform in the US” (2018, xxiv), but also observing that, at the same time, Americans “have never been taught how noncompliant, insistent, furious women have shaped … history” (xviii), as their anger has “often been vilified or marginalized” (xxiv). 

	After the electoral vote put Trump in the presidency – despite Clinton having won the majority of the popular vote – the streets of big cities were flooded with protestors, among them many women, who refused to acknowledge Trump as their president, culminating in the “Not My Presidents’ Day” rallies held nationwide on February 20, 2017. The greatest demonstration of American women’s anger and frustration about continuing social inequalities and injustices, however, was the Women’s March, held on January 21, 2017, the very first day after Trump was inaugurated. It was reported to be “the largest day protest in US history,” with the number of marchers estimated to fall between 3.3 and 4.6 million, rounded out by another 300,000 sister marchers in other cities worldwide (Broomfield 2017).

	2. Anger and women in American culture

	Traditionally, American cultural perceptions have recognized anger as a masculine feature, with certain forms being associated with particular class or race/ethnicity. Mid-nineteenth-century constructions of true womanhood expected submissiveness and piety in proper, read up-and-coming, white middle-class women, while anger signified a potential emotional transgression of the trope of the angel of the house: the ideal woman, daughter, wife and mother. And women who failed to comply were singled out either as the madwoman in the attic, hysterical and not in control of her emotions and intellect (Kovács 2010, 88), or the fallen woman: women of color, of the lowest income, and with an active interest in transforming society which could be implemented only via the public realm, reserved for men primarily: suffragists and women in the social gospel movements who acted upon their religious zeal to fight social evils as the angel of American society as a whole (see also Tóth 2011).

	This is reflected in recent American popular perception, as women’s public display of anger seems to have been structured along three dimensions: (1) political preferences, such as liberal-minded women being associated with women’s rights activism, fighting against causes linked to specific conditions resulting from persistent gender inequalities in society, such as the # Me, too movement; (2) religious convictions, such as deeply pious women fighting against abortion, which they perceive as an act of legalized murder; and (3) racial experiences, epitomized by the trope of the angry Black woman used to nullify the experience of aggression they face regularly (hooks 1992, 120), which surfaces even in some of the representations of former First Lady Michelle Obama (Kovacs 2018). Black women, however, exploited this stereotype in the hope of subverting the systematic oppression responsible for its original construction by reclaiming this trope either to create their own intersectional academic voice – as illustrated by, for example, the oppositional gaze (hooks 1992) and Black feminist autoethnography (Griffin 2012) – or to claim visibility for Black women’s experiences, such as by initiating the #Black Girls Matter project in New York City or the #Say Her Name movement. 

	Statistics, however, seem to indicate that anger impacts the lives of most women in the US today. As an acknowledgement of the evolving public power of anger, the Pew Research Center made anger a regular item in their polls on emotions in 1997. The pattern that emerges from their data indicates that Americans are growing angrier each year: at the end of 2017, they found that 24% of the Americans they asked were angry, 55% were frustrated, and only 13% were content (Bowman 2018). CNN (2016) polls taken a year earlier had similar results but also demonstrated a significant difference between men and women. Data indicated that women’s anger was “more intense”: 37% claimed that they are very angry, as opposed to 25% of men. Then elle.com reported in their 2018 survey that among white women, “79% report rage-fueling news encounters at least daily” (Harris-Perry 2018). This high number suggests women’s emotional investment and disillusionment in current affairs, regardless of their political affiliation and voting preferences. A survey by Reuters and Ipsos conducted between August and October 2018 (Figure 2) measured the public emotional response to some of the most controversial issues and found marked differences based on gender, age, party affiliation, educational level, etc. (Still, Kahn and Smith 2018).

	In parallel, an ever-growing number of studies has also reported on the anger of women, some of which surveyed anger among traditional white American women, typically identifying with particular ideologies, such as white supremacy or the alt-right, and their respective groups, such as the Ku Klux Klan. In her landmark volume Women of the Klan: Racism and Gender in the 1920s (2009), Blee revisits the female auxiliary group of the KKK established during its second revival and demonstrates how thoroughly integrated their extensive operation was into the Klan. Her volume Inside Organized Racism: Women in the Hate Movement (2002) studies women in white supremacist hate groups through ethnographic interviews she conducted in various parts of the country. These groups have been mushrooming all over the US: Kimmel reports that in 2017, for example, the number of active hate groups was 917 (2018, xi). In Healing from Hate: How Young Men Get Into – and Out of – Violent Extremism, he (2018) also studies some of these hate groups and argues convincingly for the highly gendered nature of extremism, which he sees as being fueled by the politicization of an overall sense of emasculation and humiliation in the US, experienced both in the public and private realms, by men and, through them, by women as well. In her recent volume Mothers of Massive Resistance: White Women and the Politics of White Supremacy (2018), McRae charts segregationist and conservative white women’s association with the white supremacist movement throughout most of the twentieth century, tracing the trajectory of their massive resistance in relation to social movements and federal legislative steps to advance racial equality. In Righting Feminism: Conservative Women and American Politics (2008), Schreiber investigates how conservative women have attempted to organize themselves since the suffrage movement in a bid to gain national political currency to fight for issues close to their hearts, while Gorman, through an autobiographic piece entitled Growing up Working Class: Hidden Injuries and the Development of Angry White Men and Women, unveils how “hidden injuries of class frustrate and anger the working class, including many working-class women (a fact that is often overlooked)” (2017, 6), and demonstrates how various economic as well as ethnic/racial and social changes account for these.
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	Figure 2. Emotional response to key domestic issues, 2018 (Still, Kahn and Smith 2018)

	 

	3. Angry tradwomen of America

	But what accounts for the fury of traditional American women who support the GOP? After eight years of a Democratic presidency, they have their candidate in office – why are they not content or pleased? Why do not they trust in the future they envisioned though his leadership? What follows is an investigation of a series of studies as well as of various articles, interviews and online content conducted in the hope of unveiling who these angry white traditional women on the conservative side of the political spectrum are and why they continue to be fueled by anger. In the process, I rely on content analysis of interviews and case studies in Blee (2002), Schreiber (2008), Kimmel (2018) and Gorman (2018). I also examine online programs by Lana Lokteff, possibly the most influential alt-right woman in the US today, along with some online content and two documentaries by Lauren Southern, a libertarian and identitarian, former right-wing activist, journalist and internet personality, one of the “white power Barbies, … a new cohort of glamorous far-right female influencers [who] have become unlikely ‘role models’ for young women on social media, promising heaps of male attention, luxury lifestyles and the chance to join sisterly ‘communities’ where they can get dating advice” (Evans 2019). In addition, I also look at the online presence of Ayla Stewart, another white supremacist commentator, a former Latter-day Saint and mother of six, who goes by the expressive name “Wife with a Purpose.” Although both Southern and Stewart retired from public activities in 2019, their online content has resonated with their followers in the hundreds of thousands, whose comments reflect views shared by many tradwomen. Tellingly, much of their – and Lokteff’s – internet content has since also been removed.

	One effective way to approach the complexity of concerns and fears that have been feeding into this anger is intersectionality, which “highlights the need to account for multiple grounds of identity when considering how the world is constructed” (Crenshaw 1991, 1245). Crenshaw’s model enables us to recognize the intricate web of experiences through which these women share in feeling the erosion of their privilege, which they experience as a gradual shift from the center – something that leads to their status anxiety, eventually evolving into rage. The pattern that took shape before my eyes may thus be mapped on the basis of identity segments that (1) intersect within the family unit – after all, as Collins (1998) claimed, it is all in the family – and (2) reflect non-egalitarian social categories and ideologies, which have operated as pillars of traditional privilege, amongst them whiteness, Protestantism, patriarchy, (hegemonic) masculinity and class status. The intersectional approach assists us to disclose how these operate through an interlocking system of privilege and we may detect how negative change within one field impacts other areas as well. This group of women, referred to by the umbrella term as tradwomen, includes traditional women who have been voting GOP, are white, range from proud American patriots all the way to white supremacists, from conservative to alt-right, in the middle or lower class, typically religious, family-oriented tradwives and tradmoms, who have been disappointed with the political establishment as well as the socio-economic changes and challenges they have been facing. What follows is a presentation of some of their specific concerns that shake the pillars of their identity and position, causing doubt, fear and anger in them day after day. While these concerns systematically intersect, they will be thematically discussed along the broader topic of politics, race, class, religion and gender. 

	 

	3.1. Politcs

	As far as politics and the presidency are concerned, a most potent theme for tradwomen seems to have been the flow of constant attacks on Donald Trump, both in the streets and through “fake news” in the media, all of which have culminated in efforts among anti-Trump forces to impeach the president. As the hearings were unfolding, the outrage was increasing. Many women, from mainstream conservative to the alt-right, supported Trump because they recognized him as someone who is not from the inner circles of Washington and thus is able to shake up the establishment, which they resented for having deserted them. Tradwomen portray their world as unfair: they maintain that they have been deprived of what had “rightfully” been theirs and perceive the federal government as having misused its power when forcing them “to embrace multiculturalism,” as Ayla Stewart notes (Gordon 2018), along with feminist conceptualizations of women’s equality. These are seen as signs of the establishment attacking the traditional white family model, which is constructed in their discourse as “victimized, at risk and requiring protection” (Gordon 2018). In addition, they are also troubled by the recurring debate about gun control as it is thought to threaten their constitutional right and ability to protect themselves and their remaining property if needed. 

	Some studies also investigate how the Republican Party in particular is perceived as having failed to represent tradwomen’s concerns, thus explaining why these women supported Trump’s candidacy within the party. Schreiber (2008) analyzes some of the key moments of the efforts through which conservative women have been fighting for political representation and investigates how, with the lack of proper party representation, they established two organizations to assist them in achieving their aims. The group Concerned Women of America (CWA), established in 1979, is active in promoting 1) the sanctity of life in a number of areas, thus opposing birth control, abortion and any form of stem cell research and gene modification procedures; 2) home schooling, in order to avoid segregation, school violence and the impacts of secularization; 3) the nuclear family model, and therefore marriage and heteronormativity; and 5) freedom of religious practice (Schreiber 2008, 27). The other group, called the Independent Women’s Forum (IWF), was established in 1992 “to transform debates about ‘women’s’ issues by offering the viewpoints of conservative women” (Schreiber 2008, 13). It lists among its priorities the fight regarding violence against women, the harmful effects of the internet, birthright citizenship and women’s issues in healthcare and the workplace (Schreiber 2008, 27). The scope of both organizations also reflects current concerns that continue to upset and anger tradwomen.

	These organizations, however, still fail to represent everyone on the right: women embracing more off-center, right-wing ideologies, such as white nationalism, paleoconservativism and alt-right views, still find themselves outside of Washington circles. The ideological divide persists, as Critical Condition, a right-wing vlogger, pointed out when interviewed by Lokteff, noting that “older” conservatism “is like liberalism: they don’t conserve anything, they are just for free markets” (2018b). Women from these circles voting for Trump was merely strategic: as Lokteff remarks, “Let’s be honest, he’s not one of our guys. We’ve never thought that he’s one of our guys” (Bowman and Stewart 2017). As Bowman and Stewart conclude, “The thing they are most interested in is promoting the white race and they see him as an opportunity – someone whose coattails they can ride” (2017).

	3.2. Race

	Racial identity is the second component to consider when locating frustration among tradwomen. Harris-Perry concludes that the findings of an elle.com survey “suggest women’s anger is connected to the political world, not to some innate characteristic of their racial identity” (2018). While, strictly speaking, there is some truth to this statement, the socio-cultural construction of race has maintained uneven relations of power that remain a concern for many and can be translated into anger through various channels, such as politics. DiAngelo finds that in the early 2000s, many experienced what he captures with the expression “white fragility,” which refers to “a state in which even a minimum amount of racial stress becomes intolerable, triggering a range of defensive moves” (2011, 54). The prevailing sense of the US becoming multicultural lends authenticity to their general sense of losing white privilege. This permeates the writings of tradwomen, supported further by known figures, such as Southern and her documentary Farmlands (2018), which she shot investigating white genocide in South Africa. In a 2018 video recording, Lokteff brought the trope of genocide home when attacking the media for the unproblematized representation of interracial couples, noting that “this dirty propaganda is trying to destroy, in whole or in part, a group of people and trying to prevent births within that group. That, folks, constitutes as genocide” (2018a).

	Right-wing influencers often draw on demographics to illustrate their points (Holt 2017). “Seventeen states had more white deaths than births in 2014, compared to just four states in 2004,” conclude Saenz and Johnson (2016, 1), which contributed to a renewed sense of panic about white privilege and racial or “tribal” preservation, as they call it. The result is twofold: on the one hand, they resent liberal civic nationalism and the multiculturalism it supports because it “ensures their political power,” as Rose, a YouTube influencer argued (quoted in Holt 2017). This view is spurred on by the feeling that the country is under attack by undocumented aliens (Figure 2), culminating in a general fear for the white race and giving way to a heightened sense of xenophobia and Islamophobia. On the other hand, frustration and discontent with the president are also on the raise as Trump does not seem to be sufficiently strong to protect white power, as indicated by his handling of some urgent issues, including his failure to stop Afro-Americans’ constant push for “equal” recognition, e.g. #BlackLivesMatter; his inability to put a complete halt to undocumented immigration; and his failed effort to protect the southern borders with the construction of a border wall, which was supposedly so effective in defending some of Europe from migrants (see Southern 2019). After all, good fences make good neighbors.

	Many are also concerned about the #BlackLivesMatter movement, which seems to have evolved into a volcano that may erupt at any moment, causing further destruction and loss of lives. Bowman and Stewart (2017) refer to Lokteff, who claims that this movement silences and thus oppresses white people. In her interview with Ayla Stewart, Gordon (2018) finds that among the various concerns that raise her temper, she views Black and Muslim crime in particular with apprehension, along with Silicon Valley (meaning online) “enabling” pedophilia and racial integration in schools. The separation of races is a cardinal principle of white supremacists in particular, who insist on eugenics, the maintenance of separate racial blood lines. Lokteff, for one, considers it her priority to expose why maintaining racial purity is imperative, setting some European states as good examples for ethnic and cultural purity (2018a, see also Holt 2017). 

	3.3. Class

	Although the primary sources do not contain explicit references to class positions, various comments allow one to draw conclusions about some of “the hidden injuries of class” (Gorman 2017). Trump appealed to masses through his generic campaign slogans “Make America great again!” or “America first!” which represented his promises to improve the American economy by re-negotiating trade deals, raising tariffs and cutting taxes as well as creating new jobs – all of which resonated with the lower half who felt economically dispossessed and deprived. Many feel disappointed by the slow delivery on these promises – and continue to feel left behind. Within the working class in particular, finds Gorman, there is “a tendency for angry white men (and women) to lash out at the wrong social forces” (2017, 11) – such as “middle- and upper middle-class, white-collar workers, minorities, women, and Muslims” (2017, 6). As the result, their status remains untouched, which exacerbates their hopelessness and fury further. 

	Many women share in what Lokteff put as follows: “Some of the white guys are kind of mad right now when they’re literally on the shit list. They’re last in line for schools, for loans, for jobs, for grants” (quoted in Holt 2017). Appropriating the logic of victimization and aggrieved entitlement allows tradwomen to identify with the grievances of their “injured” male family members, particularly husband or son, and respond emotionally to the loss of what they construct as a mythic past of abundance and harmony, which they praise with a sense of nostalgia. Kelly (2018) shares similar sentiments from the perspective of young white women she has interviewed:

	We shouldn’t underestimate how some young white women, when faced with this bleak economic landscape and then presented with a rosy image of 1950s domestic bliss, may look back to 1960s Friedan-era feminism as having cheated them out of a family and a luxurious lifestyle, all supported by a single income. The men on the alt-right might point to diversity initiatives and mass immigration as having dismantled their career prospects; the women are furious that they have to consider career prospects at all.

	A booming economy that ensures job security, higher income levels and respectable financial status used to comprise some of the building blocks of white male privilege, which, they believe, was washed away by liberal support for multiculturalism and feminism. They see economic hardships as a consequence of immigrants taking jobs from white men and white women being forced to compete on the job market with their men – as Critical Condition argues in an interview with Lokteff (2018b).

	Many women, as Lokteff duly notes, are also concerned about postsecondary education having become a business undertaking, with extremely high tuition fees that often exclude children from lower-income families. Grants are typically set up to favor particular minority groups, so talent and a modest family income is typically no longer sufficient to meet application requirements. The economic burden that accompanies higher education was denounced by Sarah Palin’s famous anti-establishment claim: “My kid is not your ATM!” In addition, they often associate elite education with the inner circles of Washington, DC, and with a rather liberal world view and value system that they believe characterize American postsecondary education. No wonder that in another program Lokteff agrees with Critical Condition in that liberalism is “like a cult” (see also Stewart 2019) and that universities are their “brainwashing institutions” (2018b), a way of thinking that also gibes with the tendency of anti-intellectualism – although Gorman finds that half of the working class parents he interviewed consider higher education desirable for their children (2017, 117). Since they have great pride in being hard-working white people, even if working class, their inability to support their children financially to get a degree fills many of them with resentment of the system. In addition, Critical Condition reflects on higher education in relation to gender and expresses her annoyance over women attending universities “wasting their best childrearing years” (Lokteff 2018b) and suggests that they should start a family and can educate themselves later in life. 

	The ever-recurring debate over gun control continues to be high on the list of topics that energizes some tradwomen and their families (Gordon 2018). Even though they condemn school shootings and the potential loss of innocent lives, they perceive the Second Amendment as granting them the right to protect themselves, their family members and possessions and any attempt to revoke it is an elemental threat to them as well as to the Constitution and the nation it undergirds. As part of the Bill of Rights, the Second Amendment symbolically represents the power of the citizens in the face of the government, thus echoing the general Republican anti-establishment rhetoric as well. Another sensitive point regarding government control and regulations in relation to individual responsibility and property is the existence of the Affordable Care Act (Figure 2). Although the original law has been amended under Trump, the feeling that hard-working American citizens must contribute to medical payments for others reaches beyond the limits of solidarity of which they approve. They are deeply troubled by their perception of the federal government forcing them to bear more financial burdens because of a law they never supported, since they believe in individual responsibility for all. 

	3.4. Religion

	Most tradwomen I have encountered are devout Christians – although Lokteff, for one, “identifies as pagan” (Darby 2017), even though she regularly refers to the Bible as an authoritative source. She also claims that the far right includes all kinds of people, from fervent Christians to atheists, although most conservatives tend to be religious. Their belief determines their way of thinking and opinions as well as shape their actions and relations. Tradwomen seem to share a belief in the natural, i.e. biologically determined, order of things, which should be respected and widely shared by all in the US. They maintain, for example, that “God created different nations and languages” (Lokteff 2018b), and did so with a reason, based on which they push for the recognition of homogeneous ethno-nations as the norm in the world. Lokteff, as well as Brittany Sellner (born Pettibone), an American author and vlogger on the right, are each married to well-known European Identitarian public figures and set their movement in Europe and the ethnic-based nation-states it protects as an example for Americans to follow. In addition, they also recognize gender roles in a similarly essentialist vein, arguing that men and women were created to complement each other and that therefore their corporeality determines their social roles and life cycles. Any challenge to this cosmology renders tradwomen disappointed and anxious. 

	The common understanding that the US is undergoing a powerful secularization – and thus the number of Christians is shrinking (Pew Research Center 2019) – leaves them heartbroken and worried. Perceived as changing legislative measures that serve liberal values, many tradwomen resent the legalization of abortion – in fact, even Republican men are slightly more supportive of abortion rights than women (see Figure 2.). Similarly, they also refuse practices challenging or subverting understandings of heteronormativity and traditional Christian gender positions, such as same-sex marriage and sex or gender reassignment surgery, along with putative intrusions into the balance of nature as designed by the Creator, such as cloning or gene modification procedures. Stewart (2019) summed up their priorities with the following keywords: “Faith, family, freedom. God, guns, guts. Borders, Bibles, babies.” Her Instagram site also provides images that confirm the power of faith, from watercolors depicting rural churches through an image of Jesus on the cross before a dark gray stone wall, reminiscent of his great sacrificial death, to an image of a child’s hands with interlocked fingers while praying, united by a rosary with the cross in the middle of the composition, shining through at us.

	Another point of discontent is with public education as a whole: fear for their children’s physical well-being – because of bullying, drug use, school shootings and a desegregated student body – and spiritual development – with the exclusion of religion from the public school system and of “academic fields,” such as creation science or intelligent design. For some of them, private schools affiliated with religious communities provide an outlet (in 2016, 3.8 million students in Grades K–12 attended such schools, see Broughman, Rettig and Peterson 2017, 7), while others may choose home schooling (with 2.5 million students in Grades K–12 receiving this form of education in 2019 out of a total of 56.6 million students, see Ray 2020).

	3.5. Gender 

	Tradwomen conceptualize gender roles within traditional, Christian interpretative frameworks, reminiscent of the nineteenth-century Western concept of true womanhood, with cherished Victorian virtues, such as piety, purity, submissiveness and domesticity (Welter 1966, see also Vajda 2018). They continue to perceive women’s position within the bonds of the nuclear family, and thus they resent contemporary alternative family structures and people who see the need for social transformation. Lokteff (2018b) urges young women: “It’s OK to find a guy to take care of you!” and focus on family, not studying or finding a job, let alone building a career. 

	Tradwives and tradmoms (Kelly 2018) focus on the family and the home (Lokteff 2018b), which, if “repeated as a sacred chant, has a massive sentimental content … transcending into the visible world from the invisible domain of feelings” (Cristian 2015). Stewart, in particular, encourages home making, with her online content capturing the imagination in restoring traditional lifestyle and family values in a series of compositions of the welcoming, warm and loving atmosphere which her activities as a tradwife and tradmom create on their estate. She also earned fame for issuing what became known as the “white baby challenge” (Gordon 2018, Kelly 2018, No Time for Silence), which not only situates women as mothers first and foremost, but also assigns them the responsibility of saving the white race: they “provide the wombs upon which the collective future of the white race depends” (Gordon 2018). No wonder they lash out at others with a different view because of their fear for their – white – race and culture. 

	The notion of gender complementarity defines the way they imagine the social role of men and women; consequently, they regard two people of different genders as the basic, natural unit, held together by love, upon which the nuclear family is constructed. The results are twofold: one, women who are single are at times bullied for not being married – which was the case with Southern (2017), who reported she felt the need to explain why she was still single at the age of 22; and, two, as a result of complementarity, tradwomen feel that whatever happens to their men, happens to them as well: they feel their fury for whatever reason, “psychological trauma, political disenfranchisement, downward economic mobility, gradual irrelevance in a globalizing world” (Kimmel 2018, 4). Many white women supported Trump because of the perceived sense of white masculinity hurting and of the “threat that white patriarchy had lost its grip” (Traister 2018, 25). Each time their men are angry, these women are also angry. Belew refers to something similar when noting that within the Ku Klux Klan, women’s and men’s actions “cannot be separated” (quoted in Gordon 2018).

	This conceptual framework carries further implications with regard to women who fight for a different gender model, typically referred to as “the feminists.” Many tradwomen’s perspective on feminists tends to be that, by having advocated gender equality, “they corrupted what women are about” (Bowman 2017), which is beauty, family and home, as Lokteff (2017) puts it: “Most women want to be beautiful, attract a guy, be taken care of, have their home, have their children” (quoted in Darby 2017). Some of the more vocal women in the digital world, such as Stewart and Bre Faucheux, lend authenticity to their critical assessment of feminism and liberalism through their own life narratives: they witness to having been college students mesmerized by the left, embracing the fight for racial and gender equality, but then realizing that they had been cruelly misled. Stewart goes as far as to claim that when she was younger, it was actually liberals and feminists who made her sexist and racist through their logic, which implied that “the white man was the enemy – the guy who always had power and control, whom we had to get rid of and get women and people of color into power” (quoted in Darby 2017). 

	Portraying feminists as their Other who, along with liberals, have historically contributed to the destruction of the ideal traditional lifestyle they long for is rounded out by some specific claims, as seen in a collection of videos available at No Time for Silence. Bianco (2016) notes that some traditional women despise feminists for failing to represent all women and consider it their “ethical failure” that, for example, “black women created their own womanism.” Kelly (2018) reports that among them, “fears of objectification and sexual violence remain as potent as ever; the tradwife subculture exploits them by blaming modernity for such phenomena, and then offers chastity, marriage and motherhood as an escape.” She also recalls a young YouTuber arguing that “traditionalism does ‘what feminism is supposed to do’ in preventing women from being made into ‘sexual objects’ and treated ‘like a whore’” (Kelly 2018). This is their discoursal version of traditional white female injury suffered from feminist misconduct and failure, and the fact that they have to bear the consequences both hurts and angers them deeply.

	4. Conclusion

	Tradwomen comprise a heterogeneous group, and, although some things unite them, other things divide them. As a result, the issues that concern them cover a wide spectrum, some of which have been discussed in this paper, in connection with politics, race, class, religion and gender. The issues that find an outlet through their anger delineate cracks within the American social landscape, some so prevalent that they divide it like deep canyons. Still, it is one landscape.

	In the broader context, there are two important perceptual considerations with regard to women and American society. One, tradwomen whose life narratives and views have been explored in this study conceptualize themselves within the context of their marriage and family, their womanhood gains the core of its meaning in this arrangement. This means, therefore, that they draw the primary boundary of their identity as a woman around the family unit, and not themselves. Thus, whatever happens to their husband or son, happens to them as well. As a result, they define themselves in relation to society through the traditional nuclear family model, and hence traditional masculinity and patriarchy. In their study of white women’s voting preference during the 2016 election, Strolovitch and Wong (2017) conclude that women inclined to vote GOP had a “possessive investment” both in whiteness and heteropatriarchy, which this study also confirms. And the primary site where they can grasp and act upon these investments remains the family. A number of women, even in alt-right or extremist groups, have noted that they are aware of issues regarding the misogynistic and abusive ways some men tend to treat women, which may be one specific area that may undermine this unity. However, they believe that it seems negligible in relation to – if not as a result of – the changes around them: the putative disenfranchisement and emasculation that the American political establishment, liberals, feminists, various minority groups have forced on white men; thus, these white men are excused and acquitted. These women will not turn against their husbands and children to demolish patriarchy in the name of some vague sisterhood either, and pursuits conceived as attacks on hegemonic masculinity are perceived as attacks on these women themselves. Therefore, they will align with their husbands even more in the face of those.

	Two, the pattern thus confirms that there is no united sisterhood in the US – even if there have been regular attempts aimed at homogenizing womanhood along racial/ethnic lines throughout the country’s history (Vajda 2008, 2012) – so any presumption that women share in the same broad goals and have a similar set of ideals as for what a democratic society should deliver to them is false. “Women’s suffrage was the catalyst that brought women across the political spectrum together, but once their initial goal was achieved, any sense of unity went out the window,” as one of Gordon’s interviewees noted (2018; see also Schreiber 2008, 19). Lokteff even claims that feminism “did not make things better for women … But it did make them worse for men” (quoted in Darby 2017). Therefore, the general perception that the long fight for gender equality is seen by all as having granted more freedom and power to all women is not quite right. Nor is it accurate that that it left traditional womanhood and femininity untouched and had no wash-back effect on what had been the reality for them. Somehow the question of how subsequent changes affected traditional women seems to have been ignored: they were possibly left behind without much thought or based on the conviction that they can continue to lead their lives as they please. But many of them could not. When lost, privilege, which is always conceived as deserved, can always hurt and anger some, and they would require attention to understand how their perceived sacrifices have contributed to a better, more egalitarian society and how those perceived sacrifices could benefit them. 

	Back in 1853, Sojourner Truth asked “Ain’t I a woman?” in a powerful speech that pointed to intersectionality in a sharp, direct manner. In a similar vein, we may ask today, “Aren’t tradwives your sisters?” Since its inception, intersectionality has evolved into an analytical framework to address uneven power relations and reveal systematic structural oppression, but then, it can also be utilized as a tool to map the whole social landscape to determine specific beliefs, social positions, life chances and concerns, etc. An investigation of this nature may shed light not only on differences between various social formations defined through intersectionality, but also on similarities in terms of fears, drives and desires, which may be beneficial in the long run to attempt to move towards collaboration of some kind, as angry white women should not be ignored if we are devoted to investing in the creation of a more egalitarian society. Those canyons need to be bridged.
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	0. Proem

	A glimpse into the events in twenty-first-century US history reveals that race and ethnicity are categories about which American society has become more divided than W. E. B. Du Bois may have hoped for. Major systemic and structural changes in the American (and global) economy, politics and socio-cultural realms have produced an escalating disparity and social division along various social hierarchies. Rose (2016) noted four areas in which changes throughout the twenty-first century in particular have impacted racial relations: a growing sense of anti-Americanism abroad; the rebirth of nativism within the borders of the country; rapidly changing demographics resulting from disparities in birth rates within various racial/ethnic groups as well as immigration; and the declining position of African Americans. No wonder Rawls and Duck concluded that “We need to have a general conversation about Race to liberate both White and Black Americans from the myths that divide the nation. Racism and democracy cannot coexist” (2020, 4). 

	The historic election of Barack Obama as the first Afro-American president in 2008 was perceived by many as imbued with the potential for the beginning of a new era to be marked by the emergence of more even, egalitarian racial relations and the increased recognition of human equality. During his two terms as president, however, not only did some of these unrealistic expectations vanish, but racial differences and tensions came to the forefront, having taken on new forms and a fresh impetus. Perhaps the unfulfilled imaginary promise made people of color more disappointed, and fear of further devaluation of white positions left whites more concerned than before, culminating in the victory of Donald Trump in 2016 and his four years in office. Trump was elected by constituents described as “angry white men” (Kimmel 2013) and women who felt betrayed (Annus 2017) – and his election signaled a major backlash in terms of racial relations: his populist discourse focused on re-establishing the hegemony of the “mythologized” working-class White male Americans who had long been left behind (Holland and Fermor 2021, 64).

	Actually, tensions had been on the rise since before Trump took office. Trump promised to make America safe again and imposed a travel ban on thirteen Muslim countries by 2020. He also pushed for tougher measures to reduce the scale of immigration. For one, he demanded the completion of a border wall along the Mexican border to be financed by the Mexican government, the construction of which had already started under the presidency of Bill Clinton. In addition, he also adopted a strict, “zero tolerance” border policy, particularly after he invoked Title 42 because of Covid-19, which allowed authorities to swiftly expel newly arriving immigrants, even if they were asylum seekers. While Trump was both widely criticized and praised for this decision, Biden following him as the next president also kept the Title in place until the end of the pandemic.

	In the meanwhile, race relations, present as well as past, have been under scrutiny. Probably the most dominant movement to address racial inequality has been Black Lives Matter, which actually emerged under Obama’s leadership. The protest movement emerged in 2013, one year after seventeen-year-old Afro-American Trayvon Martin was shot in Stanford, Florida, with the acquittal of police officer George Zimmerman, who had fired the fatal shot. Further unrest related to police brutality in other parts of the US (the biggest example exploding in Ferguson, Missouri) at the same time added a major impetus to the movement, which has been in the forefront since then. Women activists and theorists, such as Kimberle Crenshaw and Andrea Ritchie (2016), however, have demanded recognition of police brutality against Black women as well, thus establishing the basis for further movements: Black Girls Matter and Say Her Name. The failure of these movements to cooperate or unite forces signifies how deeply divided Americans continue to be, even within smaller, in this case Afro-American, communities. 

	Another sign of backlash is captured by the ideological struggle over critical race theory and its attendant movement. The video recording of the death of George Floyd in police custody in May 2020 went viral, followed by an uproar that demanded a serious revision of the American past and present regarding race and racism. A series of protests erupted, also demanding the cleansing of public spaces of racist symbolisms, which included the destruction or removal of Confederate flags and statues of historical figures associated with colonialism, slavery and racism. Many people also saw the need for programs debating social inequalities being initiated in the educational system. As a response, in September 2020 Trump signed an executive order that forbade diversity training in different federal agencies. This was followed by a series of state legislative decisions (for a summary, see Schwartz 2023) that limited or banned the use of critical race theory in educational programs – a theory which was singled out as divisive in its approach and reprimanding in its effects – at least for whites, as it focuses on “studying and transforming the relationship among race, racism, and power ... in a broader perspective that includes economics, history, context, group- and self-interest, and even feelings and the unconscious” (Delgado and Stefancic 2011, 3). The debate continues to date, in the form of various lawsuits. 

	The first decades of the century thus clearly demonstrate that racial differences and tensions have remained at the heart of American society. It may be of interest to review and assess theorizations on race in the US in the second half of the twentieth century to see how these conceptualizations have helped us to grasp the essence of structural social hierarchies and understand how social change necessitates change in academic approaches and theorizations as well.

	 

	1. Debating race and ethnicity

	“How does it feel to be a problem?” goes the famous question Du Bois posed to Blacks in his The Souls of Black Folk in 1903, referring to the contemporary American Black experience, that of segregation and exploitation. Du Bois considered it the major task for the 20th century to find a solution to the racial problem. But here we are now, some 100 years later, witnessing that the racial problem not only remains unsolved, but has intensified and been exacerbated (see, for example, Tóth 2019).

	Undoubtedly, the most significant attempts in the direction of solving the racial problem Du Bois had been hoping for were tied to the Civil Rights Movement, but the legal and political measures taken have in fact been unable to transform the cultural and mental frameworks within which Americans understand themselves and each other. Instead of establishing racial equality and a color-blind society, (1) these measures were regarded by much of the Black population as incomplete and insufficient to establish their real equal standing in society and (2) as these measures themselves drew on racial categorization, inherently and unintentionally contributed to the emergence of a newer series of experiences, problems and argumentations regarding racial inequality.

	As a result, heated debates over the problem of race and ethnicity continued after the 1960s, in the mist of which new conceptualizations were framed and discarded. One of the new concepts evolving was that of new ethnicity. Michael Novak (1972), based on a series of research conducted among the population of large cities and drawing on the theoretical assumptions presented by structural pluralists, such as Milton Gordon (1964), concluded that American society had remained an ethnically and racially diverse culture, one in which these categorizations cement individuals to permanent social, economic and political positions, are tied to life chances, stereotypes and discriminatory views. Such strong awareness of the racial division of US society, at the same time, had repercussions that derived from race relations conceived of in early historical times (see, for example, Vajda 2009, 2019), even if efforts were made to symbolically integrate the figure of the Native American and Afro-American into American visual culture during the late colonial and early republican periods (Annus 2007a, 2007b).

	One response to these serious problems aimed at equalizing the various differences was captured by the notion of multiculturalism within which “minority groups demand[ed] recognition of their identity, and accommodation of their cultural differences” (Kymlicka 1995, 10). Kymlicka argued that multiculturalism had been used also to “encompass a wide range of non-ethnic social groups which have, for various reasons, been excluded or marginalized from the mainstream of society … such as the disabled, gays and lesbians, women, the working class, atheists, and Communists” (Kymlicka 1995, 14). Their struggle in the political realm for equal recognition was paralleled with efforts to establish the wide acceptance of and respect for diversity and difference in a number of areas of identification (Kovács 2010, 28). 

	Multiculturalism was captured by two models: that of (1) pluralism, which echoed Horace M. Kallen’s (1915) early, utopian argument for cultural pluralism, calling for a peaceful coexistence of various cultural groups in society, which were organized around ethnic categories, thus membership in them were determined by birth;3 and that of (2) cosmopolitanism, which “argued for voluntary group associations, as opposed to prescribed traditional group membership and thus promoted individual choice and conceptualized individual identity as an intersection of multiple identities. As such, it also allowed for the notion of flexibility, both in individuals and groups, thus enabling and entitling the individual to choose from among various identities as well as to change them, as no absolute social locations were accepted as binding with regard to identity” (Annus 2005, 144). Despite these claims, however, multiculturalism operated with categories that maintained ethnic and racial divisions, expected a high sense of homogeneity within each group as well as a sense of unity based on unified desires and united action shared by each member. Moreover, yet another factor putting a halt to the success of multiculturalism was that, as David Hollinger pointed out, by the late 1980s, “diversity has become too diversified” (2010, 12) to be dealt with thoroughly by multiculturalism.

	As a possible new conceptualization, Hollinger offered his postethnic perspective which “prefers voluntary to prescribed affiliations, appreciates multiple identities, pushes for communities of wide scope, recognizes the constructed character of ethno-racial groups, and accepts the formation of new groups as a part of the normal life of a democratic society” (2000, 116). He argued for a society in which traditional concepts like ethnicity or race are decentralized, the hierarchies they constitute are destroyed, thus freedom, democracy and equality may in fact be established. 

	Hollinger’s claim on ethnicity being a type of socially constructed category had already been shared by other scholars, some of whom studied the highly symbolic nature of racial and ethnic identities. Herbert Gans in his work (1996) argued against Novak when proposing that third- and fourth-generation members of various ethnic communities had indeed been integrated into the American society. He found that this process was completed through them sharing in the experience of social and economic upward mobility, as a result of which they became “less and less interested in their ethnic cultures and organizations…and are instead more concerned with maintaining their ethnic identity…[by] finding ways of feeling and expressing that identity in suitable ways” (Gans 1996, 434). This takes place primarily in regularly tailored, symbolic ways; therefore the model for this new identification came to be known as symbolic ethnicity. This model contends that ethnicity emerges as a social construction, as a process in which the semantic field of ethnic identification is always in flux, in the state of being re-located within the social and re-filled with new meanings, aims and sentiments.

	Joanne Nagel (1986) emphasized the political in the construction of ethnicity, binding categories of ethnicity to commonly shared aims and desires which may be best achieved within the political realm; thus, ethnicity is regarded as primarily organized around political struggles. Others, such as George Bond and Angela Gilliam (1994) claimed that ethnicity and race are merely cultural constructions, which present power, which enhance further power. Werner Sollors (1996) argued not only for the socially constructed nature of ethnic identities, but regarded them as inventions, social self-positionings always in the changing, “subject to the continuous play of history, culture and power,” as Stuart Hall concluded (1990, 225). Therefore, the specific conditions under which an ethnic or racial group is constituted as a permanent, historically unified social entity determine its position and power.

	Whiteness Studies also emerged within the same theoretical understanding, claiming that whiteness is an invented category, operating through a created ideological fiction having emerged from a historical set of practices of white supremacy. This field of study aims (1) to unfold the history of the creation of whiteness, through the examination of various economic and political circumstances that shaped the emergence of this category; and (2) to critically analyze current practices, especially within the realm of culture, which are prominent in perpetuating this fiction. It hopes to reveal the artificially created nature of whiteness, to decentralize and deconstruct it as an epistemological category and source of power, thus dismantling racial hierarchies and attitudes in general.

	Another set of theorizations tied to the mixed-race/multiracial movement offered perhaps an even more visible example for the constitution of racial/ethnic identities. Although mixed race was acknowledged legally only in 2000, the social and cultural position of multiracial population and the boundaries outlining the possibility of who they may be regarded as are still determined by traditional racist attitudes, such as the “one drop of blood” rule, thus they are limited in the categories available to them in their self-positioning in the public space and discourses – even if they could pass as their “other.”4 

	Before multiracial identity was acknowledged, mixed-race people had to choose identity from among the available racial and ethnic identifications, at least from among the options given to them by social conventions, and many of them continue to do so. Miri Song (2003) found that the selection, negotiation and affirmation of ethnicity, more viable within a given racial group than between them, are determined by internal as well as external factors and are the outcome of a complex series of self-negotiation.

	The other response to multiracial realities was the emergence of multiracial pan-ethnicity which, according to Cynthia Nakashima, is featured by the desires “(1) to gain acceptance and legitimacy within traditional racial and ethnic groups; (2) to shape the identity and agenda of various mixed-race people into a common multiracial community; and (3) to establish connections in order to bridge differences between various ethnic and racial groups in order to form “a community of humanity” (1996, 81) and with that, initiate a new dialogue, leading to “the dismantling of traditional dominant ideologies and their positioning of racial and ethnic groups” (Annus 2005, 148). 

	 

	2. Mapping the debates

	This overview served to assist me in mapping various mental frameworks, which tend to underlie conceptualizations of race and ethnicity in the US. Overall, three basic approaches may be located: (1) the first draws on these traditional categories of race and ethnicity and models a society which maintain these, but with a major transformation; (2) the second aims at modeling a society in which these categories are non-existent; and (3) the third builds on the increasing particularism and variety in the racial and ethnic landscape.

	2.1. Re-constituting ethnic/racial categories

	The various models, which may be regarded as representing this type of approach, would be new ethnicity, multiculturalism, identity politics and symbolic ethnicity. All these approaches share in drawing on traditional categorizations of race and ethnicity in their intellectual undertaking: their assessment of contemporary social tensions center around these categories and they persist in engaging in a traditionalist discourse in formulating their claims as for how the re-constitution of the various racial and ethnic categories should result in the emergence of a fairer society in which existing racist approaches are corrected and exclusive patterns of behavior are defeated. That is, they use racial/ethnic categories to fight the very same categories, as a consequence of the natural assumption that racial and discriminatory attitudes are based on these categorizations; it is through these, therefore, that such attitudes can be transformed, from within, by reversing the meaning of the negative categories, their representation and perception, elevating their position and, in doing so, the possible power invested in them. 

	The Civil Rights Movement demonstrated the organizational power inherent in these identifications as well as the power of representation through which political power is accessed. Civil Rights legislation injected legal power into these categories and initiated slow but steady transformations with the purpose of correcting historical injustices, framing choice structures and achieving social reconciliation. Many, including Amy Gutmann (1996) and Elazar Barkan (2000), welcomed these actions since they maintained that race-based discrimination may be overturned by race-based legislation, especially if the group does not to wish to practice what Jason Hill called its “right to forget” (2000, 5). 

	However, these arguments must also be accompanied by the recognition that preferential treatment inherently carries the seeds of another type of discrimination, something that became known as negative or reverse discrimination. For that matter, I find that the implied act of legal minoritization of whites in the Civil Rights Act figures prominently in the emergence of white supremacist discourses which Robyn Wiegman (1999) attributed to the civil rights language and logic. Moreover, Thomas Sowell (1990), for one, interpreted affirmative action as the dawn of a new type of racism: programs continued to distinguish between people along the color line and offered preferential treatment to Blacks with which, in fact, it denied them equality and positioned them as indeed inferior, implying that they would fail to compete under equal circumstances.

	It comes as no surprise, then, that these theorizations assume that race and ethnicity will remain formative in the realm of the social and are thus treated as a continuing site for people’s identity, self-organization, representation and negotiation, a site in which these groups are able to gain voices and fight their “counter-hegemonic war of maneuver,” as Stuart Hall put it (qtd. in Rojek 2003, 178), in order to reposition themselves. Sowell’s argumentation also suggests that equality has not been established even in legal terms and thus the efforts in that direction must also persist.

	Within the Civil Rights context and legacy other categorizations of marginality have emerged, such as “the disabled, gays and lesbians, women, the working class, atheists, and Communists,” to quote Kymlicka again (1995, 14). Each of these groups presented their claim for their distinct ontological and epistemological conditions, arguing in the Civil Rights language and logic for a public voice and recognition. In this general move towards particularism, however, specific sets of combinations came into play as sets of positionings out of which even more specific truth claims and demands emerged. In all of these, however, racial and ethnic identifications remained central, reflecting the extent to which they have remained fundamental segments of postmodern identity models, also shaping newer, highly energetic and provocative academic discourses.5 One excellent example may be Gloria Anzaldua, whose self-definition as “a tejana patlache (queer) nepantlera spiritual activist” (2002, 602) and its meaning has indeed defined the direction of her academic work. 

	2.2. De-centering race and ethnicity

	Through a de-centering of racial and ethnic categories, Hollinger’s notion of post-ethnicity, similarly to Hill’s radical cosmopolitanism, envisions a state of society where these social markers lose their signifying position. Both agree in that this ideal social state would emerge through a process, the first stage of which is what Hill defines as moderate cosmopolitanism, where racial and ethnic identifications prevail but not in a hierarchical fashion, without specific, negative connotations and stereotypes. However, they both place this utopian stage somewhere in the far future, without actually elaborating on the specifics of the actualization of this program:  what particular conditions would lead to the emergence of the sentiment and consensus framing this ideal state of being6 and why society may be viewed as a homogeneous whole and would develop in a uniform manner in a predetermined direction towards an ideal social formation. 

	Multiracial pan-ethnicity also envisions a society as a community in which humanity and not racial or ethnic identifications would position and unite people – yet another proposition assuming homogeneity and uniformity in future social change with a predetermined outcome. It is argued that this may be realized through the full legitimation and inclusion of the various racial and ethnic communities.

	Inherent in the conceptualization of race or ethnicity as a form of construction and/or invention is, by definition, the possibility of its re-construction or deconstruction. The paradox, yet again, is that these processes remain constructions in, through and out of racial and ethnic categories. This reflects the fact that there was a set of historical conditions and reasons in and for which these categories were invented and constructed, and as long as these prevail the basis and need for the existence of these categorizations by the powers instituting them as well as by the people signified by them will also prevail. In order to maintain current power structures, the first group would insist on the maintenance of these categories, thus positioning them as essential in a possible struggle aimed at transforming and/or nullifying them.

	This informs, as Madan Sarup concluded, “politics which works with and through difference, a politics which does not suppress the real heterogeneity of interests and identities” (1996, 91). This politics, according to Amy Gutmann and Iris Young (1990, 166), fights for a color-blind society, but as color-conscious policies and attitudes still dominate the public sphere, color-conscious policies must be fought for and implemented in order to be able to attain a just, color-blind society, which indeed treats all its citizens as civic equals. That is, racial categories must be mobilized in order to achieve advancements in politics, which will result in the emancipation and social inclusion of these groups.

	Whiteness Studies attempted to deconstruct whiteness as the default race of power, of normalcy. Moreover, it also hoped to deprive white race of its power, through which it also strived to dismantle contemporary racial philosophy, hierarchy and exclusion. However, this field of study is only able to operate by discussing whiteness, that is, by centering whiteness, the act of which, as some critics claim, reverses the direction of the currents which may lead to a halt in racial attitudes and policies. Moreover, much work on Whiteness Studies relates the development of whiteness to the development of class, especially the working class, basing the argumentation on Marxist assumptions, which have also attracted much criticism. 

	2.3. Particularizing race and ethnicity

	For a while I was entertaining the idea that a multiracial population will be the key to solving the race problem in the US. Mixed race people, I thought, would provide the best example for why essentialist approaches must be discredited as well as prove to be the best activists to turn the constructed nature of identity to their advantage and transform the representation as well as the reception of these categories. I believed that they had performed border-crossing in the biological sense and thus gained access to what Homi Bhabha defined as “a liminal space, a pathway”, a possible site for challenging and negotiating fixed identifications (1993, 4). I believed that they may become the people whose mere existence will be the basis for a truly tolerant, all-embracing, inclusive, mutually respectful, and fair society.

	However, this has not been the case. For one, the mixed-race population is an enigma in US society, as they cannot be placed into the familiar racial system; thus, they present yet a newer problem. This “inability to conceptualize multiethnic persons reflects a colonial ideology of categorization and separation based on a “pure blood” criterion” as Alsultany (2002, 109) claimed, going on to say: “Multiethnic identity comes as a surprise and a danger within this framework as people attempt to place us, to make sense within the schemas available for understanding people and the world” (Alsultany 2002, 110).

	But it is not only society, which has not been able to cope with multiracial positionings. A number of scholars argued that a multiracial and multiethnic population often used this position to choose their identity. Miri Song found that “the issue of affiliating with a particular group is unlikely to be determined by an individual’s desires and choices alone” (2003, 42). It is rather a matter of intersubjective negotiations, which take the complex dynamics of ethnic/racial representation, ethnic options and power positions as well as social perceptions and status into consideration. Therefore, choosing one ethnicity or race and abandoning the other(s) is based on the cultural tradition, i.e. what one may choose to be; is informed by the classification of racial/ethnic hierarchies; and expressive of the nature of their social positionings. Moreover, it contributes to the reproduction of these as choices made tend to strengthen the existing views and resultant structures/hierarchies.

	Sundstrom (2001) classified criticisms of multiracial identities and theories in four groups. (1) It is claimed that a mixed racial position is essentially used to express individual desire to move upward on the racial hierarchy based on hypodescent, which preserves racial hierarchy and expresses a negative stereotype towards those at the bottom, as, for example, individuals tend to distance themselves from Black identity and locate themselves on the scale closer to Whites. (2) The second argument contends that these theories and identities will eventually undermine and perhaps even reverse the various advances, which were the outcome of the Civil Rights Movement. (3) The third set of objections maintained that these theories, far from subverting the existing mono-racial hierarchy and racist attitudes, reaffirm both them and essentialist claims in general as these theories, by speaking in biological terms of mixed blood and features, return to the already discredited biological essentialism in the categorization and identification of people. (4) Naomi Zack in her “philosophy of anti-race” (1993) also claimed that these theories involve the reification of race, which indicates that people, instead of developing an authentic life and personality, continue to draw on old, mistaken categorizations, such as race or ethnicity. Since racial/ethnic categorizations are not based on scientific evidence, they should be discredited and people should realize how they cannot have racial/ethnic identities at all.

	Zack’s utopianism notwithstanding, what is fascinating about these arguments is that they actually place mixed race theories under attack because they may upset the current racial hierarchy or racial status quo and power structure and thus threaten the known or accepted methods and achievements of negotiations. Mixed-race people, their movement and theories threaten the comfort many feel regarding current positions and inherent possibilities of further moves, the certainty if not fixity attached to that which, as Homi Bhabha argued, presents the Other through a stereotype, seemingly in clear, simple terms, as known, predictable and permanent in its place (2001).

	 

	3. Conclusion

	These discourses clearly express that race and ethnicity still remain as central to the academic debate as they do to contemporary existence and identifications. These categories, deeply rooted in early American thinking (see, for example, Vajda 2012) still impact other fragments of identification, a number of discourses, representations and negotiations. Social and political identifications, economic positionings, belief systems, and gender roles all develop intertwined with ethnic and racial categories. I see these as part of what Appiah calls the “tool kit” (1996, 7) which our culture and society make available to us and which we use when constructing our identities.

	The plurality of positionings and general move towards particularism in terms of identification, as also reflected in the academic discourses, is complicated further by global tendencies which, as Don Mitchell argued, have contributed to the emergence of a new type of transnational social structure in which the cosmopolitan, hyper-mobile, privileged “globalized class” is taking the lead, not being “tied to any locale but at home in many” (2000, 280). Arjun Appadurai (2001) however, mapped the disjunctions in global processes and argued that homogenizational tendencies occur in five dimensions or spaces which may be located as the sites for the negotiation and analysis of these: ethnoscapes, mediascapes, technoscapes, finanscapes and ideoscapes. These may become instrumental in the analysis of global racism, which, according to Bhattacharyya et al. (2002), exists to safeguard the economic interest of older cultures’ privilege.

	Gloria Anzaldua in her preface to this bridge we call home called for a mentality which refuses to walk the color line or maintain the gender line, not by arguing for their disappearance but by “honoring people’s otherness in ways that allow us to be changed by embracing that otherness rather than punishing others” (2002, 4) for their differences. This can be attained by changing “notions of identity, viewing it as part of a more complex system covering a larger terrain, and demonstrating that the politics of exclusion based on traditional categories diminishes our humanness” (Anzaldua 2002, 2). Alsultany proposed that this can be achieved through the decolonization of essentialized frameworks, the transformation of “dislocation into location” (2002, 109) and the reconstruction of “belonging” to embrace the experiences of all human beings” (2002, 110). 

	The reconstruction of race and ethnicity from a fixed hierarchical system to a flexible, relational structuring may indeed be a possible next step. These categories are unlikely to disappear in the near future, especially since they have not been transformed and equalized yet. We are still at a stage where, as Banerjee’s example signifies, not acknowledging race or ethnicity seems pretentious and disingenuous: “Nobody ever told me I was different. And yet maybe their denial was actually proof” (2002, 117). 

	The problem evolving around the category of race pointed out by Du Bois, in a way, indeed resulted in an equalizing or democratizing process. The problem and racial/ethnic categorizations, instead of disappearing, have been intensifying and multiplying, establishing an equality not in terms of diminishing racial and ethnic categorizations, but in terms of becoming all-embracing and presenting sets of issues and problems for everyone. As a result, instead of Du Bois’s powerful question having become obsolete in the American society, now everybody may be asked the same old question: “How does it feel to be a problem?”
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	Plays About Babies: Offspring in Edward Albee’s Family Dramas7

	 

	Réka M. Cristian

	 

	“A play is fiction – and fiction is fact distilled into truth.”

	Edward Albee in The New York Times, September 18, 1966  

	 

	“…when you’re a kid you use the cards as a substitute 

	for a real experience, and when you are older 

	you use real experience as a substitute for the fantasy”

	Edward Albee The Zoo Story (1959)

	 

	 

	 

	Edward Albee’s plays present a specific world of ironic domesticity especially regarding the figure of the child. The offspring in Albee’s dramas is an adopted infant, a real or imagined baby, a young man, a dead child, an imaginary person, a youngster and a grown-up son. According to Anne Paolucci, Albee builds his dramatic persons from his own character, that is, he constructs “from the inside out” (5) remodeling the figure of the child who is alienated in and from the domestic, private world of the American nuclear families. Indeed, regarding his themes and concerns, C. W. E. Bigsby considers Albee “a post-nuclear writer” (Bigsby 2004, 125) but while for the critic the “post-nuclear” term primarily designates the post-war period in American drama, one can consider Albee as “post-nuclear” in a wider sense. On the one hand, because the playwright lives in the post-war era and depicts the symbolic disintegration of the typical American nuclear family and the state of domestic affairs in the context of the period’s excessively consumerist society. Albee questions the frames of what the nuclear family was meant to represent: the indestructible unity of powerful fathers, beautiful, dutiful, loving mothers, and wise, nice children, presenting ironic alternatives to this seemingly idyllic domestic structure—similarly to the alternatives Zsófia Anna Tóth discusses in her 2017 article on feminist cultural pedagogy.

	On the other hand, in a period when literary criticism refused to link art and life, the playwright consciously employed a considerable amount of personal stories that function as critical intertexts. In this sense, Albee is both a post-nuclear writer and commentator of his own works, because his alternating families set in critical motion a large variety of obsessively autobiographical elements. 

	The aim of this essay is to map, in this context, the post-nuclear American family in a selection of Albee’s plays that discuss family matters. The Sandbox (1960) and Three Tall Women (1991) present the child and the family in an explicitly personal perspective, while The American Dream (1961) and A Delicate Balance (1966) discuss problematic family relationships more objectively. Finding the Sun (1983), The Play About the Baby (1998), and The Goat or Who is Sylvia? (2000) are fitting depictions of the changing figure of a child from that of a baby to an openly gay son in both subjective and objective ways. Additionally, the discussion below examines the construction of the child’s identity in Albee’s alternating families with the help of homographesis and of the dramatic blind spot. 

	According to Lee Edelman, the homograph posits a significant difference within figures that “appear to be the same” (12-13). As a result, homographesis is the process of double inscription representing the same-and-different, in which one both hides and uncovers a figure or character under the guise of a similar one. The homographesis is, in Edelman’s words, a double operation of “codifying identities,” which shows the difference within the same structure (17) reflecting the relation to a context which seems to validate one denotation over the other. In Albee’s dramas the main topos of homographesis is the issue of homosexuality in the realm of the compulsory heterosexuality of the traditional, nuclear family. The ‘difference’ in this case constructs the identity of the child in variant forms within the seemingly same social arrangement: the family. The homographesis of Albee’s dramas also connects with the figure of the playwright since his family tabooed Albee’s homosexuality, a trauma ending in his expulsion from the parental house when he reached adulthood and in the simultaneous rejection of him as a member of the Albee family. Not surprisingly, the playwright’s child figures cover and uncover this traumatic experience and posit the autobiographical homographesis as an alternative critical perspective as the rebirth of the author providing a more complex understanding of the entire Albee oeuvre. Albee’s most families depict alternative child figures in a series of homographesis acts, exposing a metonymic shift regarding the offspring. 

	Apart from the homographesis, the analysis relies also on the trope of the dramatic blind spot, which is used for a character in a play (or, for that matter, in a narrative) that represents the visible part of the unsaid, the repressed, the unfamiliar, strange figure: the most important key to the understanding of the plot. This, in Albee’s world, is the homograph character, who appears under different forms, like an isomorph combination, and it is sometimes absent from the diegesis. Interestingly all characters refer to it directly or indirectly, making the homograph character the enigma of the given play. The dramatic blind spot, which is actually the hidden figure obscured in the text (‘blind’), is also the key element from where the dramatic crisis can be visualized (‘spot’) or understood. In Albee’s dramas this dramatic blind spot is the figure of the child (Cristian 121-26, 152-58), who has strong biographical ties with the playwright. 

	In the 1999 biography of Albee, Mel Gussow refers to a variety of works ranging from those of Sophocles, Noël Coward, Eugene O’Neill, August Strindberg, Samuel Beckett, Jean Genet, Eugene Ionesco, Anton Chekhov, Luigi Pirandello, Thornton Wilder, W. H. Auden, Tennessee Williams, James Thurber to Burr Tillstrom that influenced Albee’s literary world. Besides these, personal experience is also intrinsically built in the dramas through the trope of the offspring. Albee’s self-portrait in Gussow’s book, which talks about this experience is similar to the one unfolding in the “Preface” to Three Tall Women and depicts a person that has always participated in an act of artistic “schizophrenia” when creating his works. This is how Albee sees the world of his dramatic characters:

	 

	I also think of myself as a bit of an observer, not a removed observer, a clinical observer so that one can make valid and objective decisions about things. It ties in with the ability to participate in something and at the same time observe oneself participating. It’s a sort of schizophrenic thing a lot of writers have. I can be involved in an intensely personal moment of my life and I can also observe myself participating in it. (qtd. in Gussow 19-20) 

	 

	This double position of being the observer and the observed at the same time recalls, among many similar other images in American literature, that of the emerging artist in Henry James’s A Small Boy and Others, whose artistic education involves seeing the world and himself within it as part of scenes presented from an outside perspective (Kovács 2015). Furthermore, the intricate relationships of personal references culminate in the representation of a multifaceted Albee family. As Enikő Bollobás points out, Albee’s parent-child connections are the type of liaisons always saturated with painful conflicts (753), expressed in culturally specific ways (Annus 2008), involving family members. What is striking in Albee’s dramatized families is the issue of lack, mostly the lack of child or children. The fact that the author himself was an adopted child made him feel like an interloper, a transient person, one who remained longing for unattainable family relations and this longing has been creatively turned into fiction. In talking about the subject of his identity as an adopted child, Albee finds vital connections between his own life and his identity as a playwright. Gussow even notes that Albee “used to care about it [his natural parents]” (403), but when he discovered that he “was a writer” (43), he managed to find out who he was through his plays. 

	There are two Albee plays that have been considered until now to be explicitly autobiographical. One is The Sandbox, a cameo tribute to the author’s maternal grandmother, and Three Tall Women, which was “conceived” as an act of reconciliation with his adoptive mother, Frances (Frankie) Albee. The Sandbox was written for and about his maternal Grandma Cotter, “a crotchety, very amusing woman,” who considerably “brightened Albee’s childhood” (Gussow 1960, 135). She was his “natural ally” (135) against Albee’s mother, her own daughter and his closest relative with whom he formed a lasting and profound attachment; she was like a real parent to the author. The estranged parents did not tell Albee of his grandmother’s death in 1959, so he was prevented from attending her funeral but later, he transposed his personal farewell into one of his most memorably memory plays, The Sandbox, giving it the subtitle “A brief play in memory of my grandmother (1876-1959).” William Flanagan, Albee’s mentor and companion at the time, provided the background music for this short remembrance play. 

	The characters of The Sandbox include a vulgar Mommy and a hen-pecked Daddy, who are just about to do away with a sympathetic Grandma. The old lady is taken away and is soon to die in a place that is described as a “bare stage” containing a “large child’s sandbox with a toy pail and shovel” (Albee 1960, 8), which suggests both a playground for children and a cemetery for the old. The “sandbox” connotes the sentimentally vacuous “uninhabitable” (Gussow 30) house of the rich Albees where the playwright grew up and learned to play—and where Grandma Cotter died. The (paradoxically named) Mommy-Daddy couple does not seem to have any children, with Grandma as the third, infantilized member of the family. She is placed in a weird sandbox, from where her voice, a “cross between a baby’s laugh and cry” (Albee 1960, 11) is heard from time to time. The context of the play suggests that the sandbox symbolizes both the cradle and the coffin, while the baby sounds coming from an aged body stand for birth but rather death. The figure of the child in this play is a symbolic one: the Young Man, who is “doing calesthetics,” (Albee 1960, 9) a series of movements that recall “the beating and the fluttering of wings” (9) suggesting that this character is “the Angel of Death” (9). Grandma calls him “honey” (15) and the Young Man does not even know his name because “they haven’t given” him one yet, “they” being the impersonal construct of “the studio” (15), an artificial setting replacing the domestic home. The “studio” alludes also to the chain of over four hundred theaters and the Vaudeville Manager’s Association owned and run by the Albee family that adopted the playwright when he was a baby (Gussow 22-23). Grandma acknowledges that the Young Man is an “actor” (15) who’s “got that […] Got a quality” (Albee 1960, 20). Indeed, this Young Man is similar to Nick in Who’s Afraid of Virginia Woolf? (1962) because he is “good-looking, well built” (8). He gives Grandma in The Sandbox the final tender touch, a farewell in the Albeesque manner by bending over and kissing Grandma “gently on her forehead” (20). In return, as a final sign of (grand)maternal affection, the aged lady responds in a manner in which Mommy would never have responded to her (never born) child: “Well… that was very nice, dear…” (20). By presenting death in an idiosyncratic manner, The Sandbox suggests an entire family in disintegration: Mommy and Daddy get rid of Grandma and with her, of their child substitute, who, in turn, is represented by the Young Man.

	In the “Introduction” to Three Tall Women, Albee confessed that it took him all his life to write the play (Albee 1995, i). The “schizophrenic ability” (iii) of combining the writing-the-lived and construction of the characters gains a stronger emphasis in this play. Here, it is the lack of love in the playwright’s relationship with his adoptive mother―and the lack of his biological mother―that become converted in the textual form of his dramas. Brenda Murphy claimed that this play is “scrupulously honest” (106) regarding the representation of lived life. Especially, the scene from act 2 in always moves the playwright, which according to Gussow, gains momentum when “the son, Albee’s surrogate, comes onstage and sits by the bedside of his mother” (17). In the “Introduction” to this other very personal play, one reads that the drama coincides with Albee’s “first awareness of consciousness,” (Albee 1995, i) which has been finally and explicitly recorded in the fictive realm. “I translated fact into fiction” (iii), Albee claimed. The memory game of dialogues and remembering(s) in Three Tall Women attempt to regress to a primal state of grace, to the figure of the biological mother. On the one side is Albee’s adoptive mother, Frankie (Frances) Albee Loring Cotter, a “mannequin,” (24), a “very tall woman” (Gussow 25), a socialite who loved money, clothes and horse-riding but never cared for her family, while on the other, the immense lack of a tender, caring mother and a loving family Albee has never known. In consequence, this play places in symbolic opposition the masculine, powerful figure of the adoptive mother with the caring, loving figure of a real mother. 

	Three Tall Women is, accordingly, a family drama with exorcist facet. The character A and her unnamed husband, who likes only tall women, stand for Reed Albee and Frances (Frankie) Albee. A’s son in the play bears the trademark of the playwright and is indeed closely identified with him. Bigsby draws attention to the fact that the silent young man, who is the fourth figure in the play, is “plainly Albee, observing, present yet not a full player in a drama in which the old woman is the primary actor, staging her death as she has her life” (Bigsby 2004, 149). There is a special monologue in the play, given by the character B, who is in fact a younger version of the central figure, the character A. As Mária Kurdi suggests, the women in Three Tall Women―like the characters A, B and C in Samuel Beckett’s That Time (1976)―are centered around a specific dramaturgy that “explores the multiplication of their respective characters” (155) where the “notion of the different and same” are intertwined in order to enact the “continuities and discontinuities” (161) of the self. Nevertheless, the self is materialized in Three Tall Women in a less homogenous character, namely in A, who is the product of Albee’s reconciling attempt to put together the fragmented memories of his adoptive mother, which resulted in this memory play, similar to previously discussed The Sandbox. The character B recalls an episode of lovemaking she had with a groom in a stable stall (Albee 1995, 94), an affair that her son, the Young Man, discovered. The (in)direct reference to A/Frankie Albee is clear in the play at this point, since Frankie herself was a horsewoman and Albee claimed that this scene was his own literary wish-fulfillment (qtd. in Gussow 28). Albee liked to think that his mother had a liaison with the groom but the truth was that the playwright himself “was in love with the groom’s son” (qtd. in Gussow 28). This can be counted as one of the early signs of homosexuality, which Albee, like Marcel Proust, Gustave Flaubert, Tennessee Williams and many more, later projected into the literary realm of famous women characters, and which constitute the essential background for the dramatic blind spot of his works. In this regard, Foster Hirsch observed that “homosexual imagery and character types are represented indirectly in Albee’s plays,” while one of his “many screens as a writer is the one he erects between himself and the subject of homosexuality” (118-19). 

	The child figure of Three Tall Women is the silent Young Man, or the Boy, who is 23 years old and wears a preppy dress. This character is aptly described by C, who is the younger version of B and A as “the son” who is “how nice, how handsome, how very…” (Albee 1995, 89). The sentence is not finished, nor is the characterization finalized and the image of the Young Man fades into silence. A and B cannot forgive the Young Man, they “play the game” (91) but “never forgive him” (92) because he “never belonged” (92) to what they thought a family was. A and B reject the Young Man’s homosexuality, and accordingly, taboo the subject. As a result, comparable to what the playwright confessed about his life with the Albees in the Gussow memoir, the Young Man does not talk, he does not even utter a word, his presence is only physical, not verbal. Bigsby sees here another autobiographical connection between the figure of the Young Man and the playwright himself:

	 

	No wonder, then that the young man never speaks. There is nothing he can say that will interest her […]. It was, presumably, why the young Albee had left home. His parents had no interest in granting him autonomy. That came when he sat down to write a play in which what he had seen and heard was reshaped into a drama in which he could finally speak the woman who effectively silenced him. (Bigsby 2004, 150) 

	 

	The figure of this Young Man, which might be familiar from The Sandbox appears also in The American Dream. He is unequivocally a recurring character in varied forms: he is the character of Teddy in A Delicate Balance, Fergus in Finding the Sun, YAM (Young American Playwright vs. Famous American Playwright, emphasis added) in FAM and YAM (1960), and the enigmatic son of Martha and George in Who’s Afraid of Virginia Woolf?

	The cold emotional encounters depicted in Three Tall Women recall Albee’s unbalanced relationship with his adopted mother. In act 1, A says that the Young Man “loves his boys, those boys he has” and complains that he “doesn’t love me and I don’t know if I love him” (Albee 1995, 59). This was undoubtedly the situation with Frances Albee, who never accepted her son’s homosexuality, so he ran away from his parents’ home and returned in rare occasions to pay formal visits when Frances Albee was old and ill. According to the playwright, Frances had never had a tender word for her son and even disinherited him in the end (Gussow 342), dying without any sign of affection towards the child, who was longing for it. As a result, the verbal games of love and hate within family relationships ended up encoded in many of Albee’s plots. Frances Albee is thus present as A in Three Tall Women, as Mommy in The Sandbox and in The American Dream, as Martha in Who’s Afraid of Virginia Woolf? but she is also embodied in the character of Agnes from A Delicate Balance, of Edmee in Finding the Sun, of the old Woman in The Play About the Baby, and Stevie in The Goat or Who is Sylvia?.

	A Delicate Balance is another family play that “draws deeply” from Albee’s memories “of life in Larchmont […] from his second childhood home, the Hommocks, the house that his parents moved to after the death of his maternal grandmother” (Gussow 254). The dramatic family A Delicate Balance consists of Tobias and Agnes, who are married and have a daughter, Julia. The couple was inspired by real persons, the playwright’s parents, Frances and Reed Albee, and by Frances’s sister, Jane (Gussow 254), who was an alcoholic. In A Delicate Balance, Claire is Agnes’s alcoholic sister who lives with Tobias and Agnes. Julia―who is similar to Albee’s cousin, Barbara, another adopted child (254)―has just arrived home from yet another of her mismatched marriages. The other couple in the play is made of Harry and Edna, old friends of Tobias and Agnes. They have the same name as Harry and Edna Winston, the neighbors and business friends of the Albees (26). According to the playwright, the choice of these two names for the other couple was based on the fact that these people would have been “the last people” his own parents “would have taken in” if they asked for shelter because of Albee mother’s casual prejudices and “in particular her anti-Semitism, because the Winstons were Jewish” (Albee qtd. in Gussow 40). In the drama, Harry and Edna bring into the house of Tobias and Agnes a sense of fright that will ultimately inhabit most characters of the play. Harry and Edna depart from the house after a night of exorcisms similar to the “Walpurgisnacht” and “Exorcisms” in Who’s Afraid of Virginia Woolf? 

	The absent character of A Delicate Balance is Teddy. He died young and is the actual catalyst of the pain, fright and emotional terror in the house. His death is embedded in mystery and he is only seldom mentioned. The inability of Tobias and Agnes to communicate lies buried in the loss of their dead child, who is the dramatic blind spot of the play (Cristian 210). The figure of Teddy is also echoed in Julia’s marriage with Charlie, who seems to be what Teddy could have been, “a fag” (Albee 1969, 49). After the death of their son, Tobias did not want to have any more children because he was afraid of losing them as he had lost Teddy, so the life of the couple becomes “sad, disgusted,” and, even “racked with guilt” (Albee 1969, 88-89). The sense of failure produced by Teddy’s absence is repetitively echoed in the failed and infertile marriages of Julia as well. Tobias, as the head of the family, is according to his wife, the only person who could have “pushed” Julia back into the matrix of marriage but he fails in this regard, too. Julia remains with her parents, reminding them of the void Teddy left in their home. What is repressed in the house of Agnes and Tobias is not named in the house of their friends, Harry and Edna and so, the most intimate moments of friendship between Tobias and Harry are hence symbolically connected with the dead Teddy, who is suggested to have become a gay young man. In the house of their friends, the couple Harry and Edna are sharing a sense of fright of unknown origin. The taboo subject of homosexuality, of the unsaid desires, alongside that of the lack of love and communication are not stated by Edna or by Harry; all they know is that they “got scared” and―as Martha in the final part of Who’s Afraid of Virginia Woolf?―they are afraid of an unsaid, undefined thing (Albee 1969, 37-39).

	At the end of A Delicate Balance, similar to the situation of the end of Who’s Afraid of Virginia Woolf?, all characters finally find out what they are afraid of. Agnes explains her newly found knowledge in terms of the invisible realm of the “darkness,” which is analogous to the issue of the dramatic blind spot in the drama. Teddy embodies the terror of love and hate for her and her husband but somehow all the characters in this plot directly or indirectly define themselves in terms of this enigmatic child figure. Teddy, the dead son, enables his family members “to let the demons out” (Albee 1969, 108), standing as a reference point for everyone who tries to understand their dreams and nightmares. In a creative process of “some transference” (Gussow 263) process of reality, Teddy is yet another character that represents the young Albee, who left his home when it turned out that he was gay and never returned to his parents, that is, he symbolically died for them. In this play, Julia makes up for the replacement, becoming a homograph character accumulating other persons’ attitudes; she is hence even called the “referred” one (Albee qtd. in Gussow 262) in the absence of Teddy. The symbolic connection between Julia and Teddy in a “kind of twindom” (Gussow 263) is one that echoes a similar sibling relationship in another play dissecting the family in Albee’s America, The American Dream.

	The characters in The American Dream echo the figure of The Sandbox and are also “filled with references to scenes from Albee’s life” (Gussow 141). The basic family consists of Mommy, Daddy, and Grandma. There is also a secondary character, Mrs. Barker. The dramatic blind spot of the play is a child, who is adopted, killed and later replaced by its twin brother. The plot of The American Dream is rooted in the desire of Mommy and Daddy to have a perfect child they call―like Martha and George in Who’s Afraid of Virginia Woolf? and later the characters from The Play About the Baby―their own “bumble of joy” (Albee 1961, 46). The couple is sad because they are childless and blame each other for this. However, they agree on purchasing an offspring. Therefore, the ironically named Mommy and Daddy “buy” and so, they take in―as Albee adapts his adopted-child memories here―a baby from the “Bye-Bye” Adoption Agency with the help of a saleswoman, Mrs. Barker. After the purchase of the child the couple finds that it does not live up to their expectations, therefore they literally dismember him in order to adapt the child to their dreams. Since the baby boy does not change as a result of their desperate attempts, the couple mutilate the child to death, after which, as good consumers, they ask for a better replacement from the adoption agency.

	The procedure of adoption as purchase along with the figure of the adopted child is connected here with the playwright’s own adoption. On March 12, 1928 the New York Alice Chapin Adoption Nursery placed an eighteen days’ baby (actually the young playwright) with Reed A. Albee and Frances C. Albee, who bought the “tiny […] little twig of a thing” for $133.30, that represented the cost of “professional services” (Albee qtd. in Gussow 22). As a result, the adopted child, then named Edward Franklin Albee III, became part of an “old American family” (Gussow 23), whose members were not satisfied with him after he grew up. The traumatic feelings of his adoption were to become “one of the most important factors” (Gussow 22) in the author’s life and this distressing episode paved the way for his most well-known dramas about the American family, especially The American Dream, Three Tall Women, The Sandbox and The Play About the Baby. There is a Young Man in The American Dream as well, and he is the most fitting character for an alter ego of the playwright, which is “an image which recurs” (Bigsby 2004, 129) throughout Albee’s dramatic work.

	While waiting for their consumerist “satisfaction,” the would-be parents of The American Dream symbolically repeat the scene by inventing a fictional “van man,” temporary part of the family, who would take Grandma away if she does not behave the way Mommy and Daddy want her to. “There is no van man,” Mommy says, “we made him up” (Albee 1961, 58) as the couple made up the “little bugger” (Albee 1965, 48) in Who’s Afraid of Virginia Woolf? The ‘forging’ of the van man is actually the couple’s renewed attempt to have a child figure in the family, now that Grandma is going away—that is, dying. This new character is the Young Man, whom Grandma mistakes to be the “van man” and who, at the end, surprises Mommy and Daddy with his stunning physique. As most of Albee’s young man figures, he is “almost insultingly good-looking in a typically American way” (Albee 1961, 51), who “ought to be in the movies” (51), like the angelic Young Man in The Sandbox or the young playwright to whom Gussow refers as an “ultra-poetical, super-aesthetical out-of-the-way young man” (65), based on a 1945 photograph of Edward Albee. But in The American Dream the Young Man is himself the impersonation of the American Dream and not the “van man” the couple were made to think of. What is more, he bears a striking resemblance to the killed baby, who is the dramatic blind spot of the drama. Even Mommy realizes that the Young Man has “something familiar” (Albee 1961, 53, 60) about him, this familiarity making him the homograph character that encodes narcissistic love under the guise of fraternal love. He is, in consequence, the same-but-different child figure of the couple: 

	 

	YOUNG MAN. … My mother died the night that I was born, and I never knew my father, I doubt that my mother did. But, I wasn’t alone, because lying with me… in the placenta … there was someone else … my brother … my twin… But we were separated when we were still very young, my brother, my twin and I … inasmuch as you can separate one being. We were torn apart … thrown to opposite ends of the continent … I suffered losses … that I can’t explain. A fall from grace … a departure of innocence … loss … loss. (Albee 1961, 4)

	 

	The Young Man goes through the same traumatic experience as the couple’s purchased child. Being twins, they are identical figures in the fictional plot of the drama. The Young Man knows that he had a twin brother and senses his lost brother’s traumas. According to Gussow, Albee was also often concerned about the question of his possible or probable siblings. He even thought of the idea of having—similarly to Thornton Wilder—an identical twin, who was “stillborn” (Gussow 22-23). The twins in The American Dream are not stillborn, only one of them dies by the hands of unworthy parents while the other feels spiritually wounded because of his mutilated twin brother. While the adopted baby was made literally “incomplete,” the one that replaces him becomes figuratively “incomplete” despite the fact that he seems, at first glance, the embodiment of the American Dream. The Young Man is invited by Grandma to join the family she leaves, with the idea that he will brighten the life of Mommy and Daddy in a parody of the consumerist society in this drama about “social inanities” (Cohn 11) and surreal families pushed to the extremes of the absurd. 

	In the long chain of family plays, Albee’s The Play About the Baby deals with recurring obsessions about parenthood by focusing primarily on the issue of the baby’s presence and absence. According to critics, this drama “recapitulates themes” (Bigsby 2004, 152) from Albee’s early works, and “evokes favorite motifs in a different style” (Gussow 397). Similar to Who’s Afraid of Virginia Woolf?, this drama erodes “pernicious family pieties” (Cohn 229) centering on a baby whose existence is, “to say the least, problematic” (Bigsby 2004, 152). An elder couple, Woman and Man, complement the characters of Girl and Boy, who seem(ed) to have a baby that disappears by the end. These older and younger couples remind readers of other Albee couples: Martha-George and Honey-Nick, Agnes-Tobias and Edna-Harry, Mommies and Daddies. Girl and Boy, as well as Woman and Man―generalizing names denoting just the gender of figures from the heterosexual matrix―depict post-nuclear couples, who are not necessarily married. This matrix of new characters suggests that in this play the institution of marriage and especially that of the nuclear family appears only through real or fake parenthood. The very concept of the family as such is here validated through the existence of the child, regardless of its sex. 

	Woman and Man are the most conspicuous characters in this visibly painful hide-and-seek game of emotional terrorism. Their relationship stabilizes toward the end of the play, while the initially steadfast relationship between Girl and Boy is subverted by the older couple. Woman and Man prove to be mature figures, while Girl and Boy, despite their bodily development, are pushed into a regressive, infantilizing process. In this context also, the play interrogates issues of biological and social parenting, tropes of paternity and maternity, all “derived from Albee’s lifelong obsession with the meaning of parenting” (Gussow 309). As Gussow observed, the impetus for writing The Play About the Baby might have been the playwright’s “own curiosity about his birth and adoption” (309).

	The baby in this drama is real, even if it is not visible. When asked about the existence of the baby, Albee legitimized the child’s existence with the following remark: “We see its blanket. She’s nursing a blanket. She’s not crazy. And she has mother’s milk, so obviously she’s had a baby” (qtd. in Gussow 398). What seems to be reality for a character is absurd for the other, unless the absurd turns real. However, here Woman and Man manage by their talks and actions to turn the real into absurd and to steal the baby of Girl and Boy, a deed they deny by negating the very existence of the baby. The offspring thus constitutes the dramatic blind spot of the play and is, at the same time, the homographed into a “wound,” encoding both the issues of birth (“baby”) and adoption (“nothing”).

	 

	GIRL. WHERE IS THE BABY?! WHAT HAVE YOU DONE WITH THE BABY? 

	MAN. What baby? (Silence) 

	WOMAN. Yes, what baby? (Tableau). (Albee 2002, 28)

	 

	The Play about the Baby is also a disturbing account “about life” (de la Tour qtd. in Gussow 398). Life for the young characters is reality, as they perceive it with their bodies in the processes of lovemaking, giving birth, nursing, shouting and crying. However, as Albee claims “reality is determined by one’s need,” and therefore Girl and Boy “realize they cannot take the pain and loss of having a baby, so it ceases to be real” (Albee qtd. in Gussow 398) for them. The final touch of the child’s mystery is provided by Man, the wizard figure of the play, who decides about the existence of the baby, similar to George in Who’s Afraid of Virginia Woolf?

	 

	MAN. Ladies and Gentlemen! See what we have here! The baby bundle! The old bundle of baby! (Throws it up in the air, catches it, Girl screams) […] (To Boy and Girl) I know what I‘m doing …. The old baby bundle―treasure of treasures, light of our lives, purpose―they say―of all the fucking, all the … well, all the everything. Now the really good part, the part we’ve all been waiting for! (He takes the bundle, snaps it open, displays both sides, we see there is nothing there.) […] You see? Nothing! No baby! Nothing! (Girl goes to blanket, Man gives it to her, she searches it, cuddles it, weeps. To Girl) You see? Nothing. (Albee 2002, 48)

	 

	If in Who’s Afraid of Virginia Woolf? Albee was advocating “the exorcism of the non-existent child” (qtd. in Rutenberg 231), in The Play About the Baby he manages to transform the exorcism of the two young characters’ reality into absurd through a burlesque battle over a baby whose gender remains a secret. Woman and Man decide that the “brave” and “wise” (Albee 2002, 50) Girl actually has not given birth to the baby. Man is successful in his semantic enthrallment and, as a result, even Boy finally acknowledges that there is “[N]o baby” in their life (Albee 2002, 51). The young couple is traumatized while the elder one leaves the stage with the play ending in a denial of the baby by the young couple in an atmosphere of tragic sacrifice. However, in a moment of epiphany, Girl hopes to have another baby, “maybe later” when they “are older” (Albee 2002, 50). The plot of this drama suggests―beside the game of illusion and reality―some sort of adoption process that happens after the baby’s kidnapping. In this sense, The Play About the Baby reiterates the theme of the purchased and adopted child from The American Dream, reminding readers, once again, of the playwright’s own adoption―as a baby―by the Albee couple (Gussow 22). The baby here is both real and fictional, strikingly similar to the figure of the son of Martha and George in Who’s Afraid of Virginia Woolf? Albee noted that “the fantasy child can be just as real as any real child” (qtd. in Rutenberg 230) and, indeed, this is the issue in The Play About the Baby, as well.

	Finding the Sun is Albee other tour de force regarding the figure of the child. The play, at first glance, tracks down the progressive trajectory of the sun, a development followed by a group of characters on a beach. These characters, mostly couples, unveil their hidden stories and seem able to survive only by finding the sun that symbolizes life for them. This dramatic work consists of a polyphony of voices and a plethora of overlapping stories. Its characters have equally genuine happenings with their plots paradoxically culminating when the sun is at the zenith. In “Better Alert than Numb,” Christopher Bigsby remarked that this play is about the “parabola of experience, from innocence through anxiety to a growing alarm as time runs out and the body runs down” (Bigsby 2004, 149). In Finding the Sun, Abigail and Benjamin are recently married—like Cordelia and Daniel. Both couples encounter difficulties in marriage, because Benjamin and Daniel were once intimately “involved” (Albee 1994, 11). Apart from these, Edmee, the mother and Fergus, her son also have a problematic relationship because she is a possessive, toxic parent. Furthermore, Gertrude and Henden, an elderly couple also experience problems: Gertrude has skin cancer and Henden is dying. 

	All these characters have stories to finish (telling) before the sun disappears behind the horizon. Interestingly, all stories are all related to some extent to the love story of Benjamin and Daniel, with individual stories tending to converge into a common plot, which is “finding the sun.” The trope of the “sun” materializes in the figure of Fergus, Edmee’s son, who is by virtue of age the only genuine child character in the drama and also the dramatic blind spot to whom all other characters relate. The story of each character unfolds as the sun ascends on the horizon and is in synchronous movement with the appearance and disappearance of Fergus, that is, the sun returns in a ritualistic exchange for the disappearance of the son (emphasis added), who is both present or absent, just as a homograph figure. This youngest character is in search of his identity in the shadow of a powerful mother, while the oldest character, Henden, sheds light on alternative ways of being. The setting and situation in this play allude to a similar context in The Sandbox. However, here in Finding the Sun, Henden is taking the role of Grandma, and Fergus becomes the Angel of Death, that is, the Young Man. Fergus, who is also the protagonist of the play, finds out about the secret of Benjamin and Daniel from Henden, Daniel’s father. The play entails therefore another homograph story of the two young men, who are bound in heterosexual relations during the plot time of the drama. In this context, the sixteen-year-old Fergus appears as a “blond, handsome, healthy kid” with a “swimmer’s body” (Albee 1994, 4) and resembles the young Albee, who was also a blond child and loved swimming (Gussow 41). Fergus―whose name is linked with the trope of the sun in the Celtic mythology of the Fenian Cycle and whose name in Gaelic (‘Fearghus’) means ‘man-ability’ or ‘man of force’―is in search of his own sun-ray on the beach and through this symbolic act, like the playwright in his own plays, is also in search of his own identity. Fergus tells Henden―as does the Young Man in The American Dream―that he feels incomplete because he has never been in love with anyone because Edmee, the stylish matron takes excessive care of him. She is the warding mother with an enigmatic name (originating from Old English, and meaning ‘wealthy protector’) recalling the doubling of the nickname of the playwright: Ed and the reflexive, narcissistic me (Ed + [me]e) (emphases added). Edward (Harvey) was the name that the playwright’s biological mother had given him and this name remained a strong bondage between them, “continuing to link to his otherwise unknown past” (Gussow 22, 343). 

	Fergus and Edmee in the play mirror each other; Edmee explains her identification with her son, a relationship concluding in an obsessive attachment on the part of the mother, a human connection that reflects a dynamic inversion of the mother-child relationship:

	 

	EDMEE. Well, now, to answer your question―your pry, to be more accurate, about Fergus. What he is to me is too much. He is my son―he is: real mother, real son. And since my husband died―his father―he has been the “man” in my life, so to speak … There is, I think―there may be―an attachment transcends the usual, the socially admitted, that is, by which I mean: given the provocation, Fergus would be me in a moment. A mother knows these things and even admits knowing them … Sometimes. He doesn’t know it, or, if he does sense it, is polite or shrewd enough to pretend he does not. (Albee 1994, 15)

	 

	Despite his young age, Fergus is the most complex figure of the play and he is the universal “son” all other characters seem to care most about. He is a handsome, healthy “kid” with an uncertain identity in all regards―similar to the Young Man in The American Dream, The Sandbox and Three Tall Women―with a narcissistic personality who, as the playwright, has to relate himself to a patronizing maternal figure. 

	In Albee’s The Goat or Who Is Sylvia? Stevie and Martin, find themselves in marital crisis. Martin, a 50-year-old architect has an extramarital affair with a goat, “a shameless livestock hussy called Sylvia” (McNulty 2002). Martin and Stevie have a gay son, Billy, who seems to be a synthesis of the Albee’s previous child figures. If Three Tall Women was intended to be an act of peacemaking of the playwright with his adoptive mother, The Goat or Who Is Sylvia? is a literary gesture of reconciliation with both his parents. In this regard, the later overcomes the painful issue of surrogate parenting molding it into an acceptance of parents, as a fictional wish-fulfillment in terms of autobiographical traumas. It also boils down the painful issues of adoption and the rejection of homosexuality into the existence of a real child, a gay figure, who finally becomes accepted by its nuclear family, as it happens with Billy in the play. Despite the tense situation in their home, Billy is content because the parents accept him as he is:

	 

	BILLY. […] I have been living with two people about as splendid as you can get; that I’d been born to other people, it couldn’t have been any better. […] You two guys are about as good as they come. You’re smart, and fair, and you have a sense of humor […] you’ve figured out that raising a kid does not include making him into a carbon copy of you, that you’re letting me think you are putting up with me being gay far better than you probably really are. (Albee 2003, 100)

	 

	The Goat or Who is Sylvia? portrays the basic American family at the dawn of the third millennium: a mother, a father and a gay boy. The couple had raised the child and they are “putting up” (Albee 2003, 100) with him being gay “far better” (100) than they show, far better “than a lot of Moms and Dads have” (100) or far better than Albee’s own parents did. The relationship between Billy and his parents is a loving one but the institution of his parents’ marriage is not stable any more. Billy loves Stevie and, at the end, he also shows sincere signs of affection towards Martin, despite their frequent quarrels. While Stevie and Martin love their child in their own manner, they also hurt him through their marital fights and by considering him as an accessory to their marriage, they even reduce him to the level of an eight-year-old child. However, they never reject Billy as Albee’s other couples do with their children but adjust with him. Accordingly, Billy is with his parents most of the time, and like Claire in A Delicate Balance, he also participates in the verbal fights of his parents as an equal member of the family. The sexual identity of the child does not convey any visible problem in this drama, he remains a respected, separate entity within the domestic space of the nuclear family; instead, the couple has a problem that goes far beyond the issue of the child, who is usually the outcome of the parents’ love. Martin’s love is deterred towards a visible invisible figure: Sylvia, the goat, who turns out to be the blind spot of the drama. “She” (Albee 2003, 63) is the homograph character representing love regardless of its object. J. Ellen Gainor remarked that Albee’s plays mirrored a perennial concern with the dysfunctional family (203) and, in this context, The Goat or Who Is Sylvia Albee challenges not only the categories of dominant or hetero-normativity (213), but also those of the nuclear family and family in general.

	Undoubtedly, The Goat or Who is Sylvia? is a sophisticated domestic play with Strindbergian dramaturgy, where each character tries to outwit the other in an “increasingly annoying game of semantic hairsplitting” (McNulty 2002). Albee’s renewed verbal murders lead to the exorcism of the love object, which is not the child but a goat that is sacrificed and brought in their home by the revengeful Stevie. With the adulterous goat’s death, the family’s delicate balance seems re-established. Billy and Stevie, son and mother, in a seemingly strong union here―like the Young Man and C at the end of Three Tall Women―finally reconcile with Martin and with themselves, but the question of the nature of love within and outside the family still remains to be solved. The cruelty and kindness game of the family members in this drama was already ‘foretold’ by Jerry in Albee’s first play, The Zoo Story (1959). In The Zoo Story, Jerry—echoing Hamlet’s “I must be cruel only to be kind” line—confesses that “neither kindness nor cruelty by themselves, independent of each other, creates any effect beyond themselves; and I learned that the two combined together, at the same time, are the teaching emotion” (Albee 1965,176). This teaching emotion guides characters in The Goat or Who is Sylvia, which challenges the nuclear structure of Albee’s dramatic family through finely tuned, delicately balanced love-hate ties. 

	 

	***

	 

	Albee’s plays discussed above have a solid autobiographical touch and in this regard, however anachronistic it might sound, reading his dramas through autobiographical lens calls for the rebirth of the author. In contemporary criticism where feminist, queer, gay, lesbian, as well as postcolonial visual, digital theories—to name just a few—point out the distinctive importance of the identity and name of the author, it would be a mere intellectual ignorance not to use the abundance of pragmatic links between a contemporary author and his/her texts, a strategy that helps readers to develop a more trans-dimensional understanding of literary works. What is more, Albee’s plays are linked through a basic theme, which is human relations within the family, with special regard to the figure of the child, who bears a strong “ironic self-referentiality” (Bigsby 2004, 153) that simply cannot be left out of any reading. The Sandbox and Three Tall Women portray, for example, the figure of the Young Man, who is prominent among the homographed gay characters of Albee’s families. The playwright took the “people of his imagination” (Gussow 403) and intentionally portrayed (himself as) the Young Man. Among the other gay characters from Albee’s oeuvre are the absent Teddy from A Delicate Balance and the twin brother of the Young Man in The American Dream, along that of the vanishing Fergus in Finding the Sun and Billy in The Goat or Who is Sylvia?, all bearing striking semblance to Albee in his various life-phases.

	Moreover, Mommy and Daddy from The Sandbox and from The American Dream, Agnes and Tobias from A Delicate Balance, Woman and Man, together with Girl and Boy from The Play About the Baby, alongside Gertrude and Henden from Finding the Sun, and Stevie and Martin from The Goat or Who is Sylvia?, constitute couples as basic family constructs in Albee’s domestic world. In a ritualized transaction all these couples symbolically stand for the playwright’s adoptive parents, with the female characters mostly based on the figure of Albee’s adoptive mother: “strong-willed,” “dominant” ones, women “whose lives are inextricably linked with that of their mates” (Gussow 403). In many of Albee’s dramas, the couple function is more important than the parental role and in most cases wives and husbands “take precedence” over being simply just “mothers and fathers” (Gussow 403). 

	Overall, the American, urban family model comes under a serious textual scrutiny in Albee’s intradiegetic world where the “prognosis for progeny is as dire as it is compelling” because whatever the form, parents “maim their children” (Gussow 403) consciously or unconsciously. On this basis, the above-discussed plays display the figure of the child as the subject of an “exemplary performance by one generation for the benefit of another” (Bigsby 2004, 153). Therefore, the traditional structure of the nuclear family (that is, the heterosexual matrix of parents and young children) is converted in Albee dramatic world into alternating forms of post-nuclear family structures presenting a couple with an adopted, narcissistic adult in The American Dream or couple with their married, grown-up daughter and a sibling-in-law in A Delicate Balance, alongside bisexual couples and single parents in Finding the Sun or childless old and young couples in The Play About the Baby, and solitary individuals in The Goat or Who is Sylvia?.

	“I found out who I was through my plays” (qtd. in Gussow 403), Albee claims. A visible identity quest structures his dramas, especially through the figure of the child, culminating in the issue of adoption and surrogate parenting in tandem with gender issues concerning the offspring. By a homographed fictionalization, Albee molds his own character through the dramatic blind spot of the plays in acts of autobiographical same-and-different homographesis, and through these plays he becomes both “his own invention” (Gussow 16) and his own critic. The playwright goes even further in symbolically counting his existence from the production of his first drama. At the root of a myth perpetuated by Albee himself―an adopted child who could hardly know anything about his birth―is “that he was born at the age of thirty, when, just before his birthday, he sat down […] and wrote his first play, The Zoo Story, as a present to himself (Gussow 18, emphasis added). By inserting his existence into his texts, Albee further validates the autobiographical link with his dramatic figures. The post-nuclear dramatic family model in his plays―where the trio of the parent-couple and the figure of the child are important structural currencies―corresponds in far too many regards to Albee’s own family for this issue to be simply ignored. 

	Reed, Frances, and Edward Albee are all, subsequently and minutely grafted on the alternating threesome of Mommies, Daddies and various types of the same-but different children. What adds to the playwright’s ironic family context, strengthening the parallels between the real life events and the fictional plots, is that the official date of birth of Edward Albee (March 12, 1928) as the adopted child of the Albee couple corresponds to the same month and day of the Albee couple’s marriage (March 12, 1925). It was also the month of March, the third month of the year, when, in the third year of their marriage, the Albee couple started the adoption process of the third member of the family, who was named Edward F. Albee III. and became later Edward Albee, the playwright, who challenged the nuclear trio of the basic American family in many of his dramas.
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	Introduction

	Edith Wharton can be described as a drawing-room naturalist (Wharton 1905, 121 and Emmert 2002, 57) because her novels are scientific ethnographic studies into the behavioral patterns of an elite NYC social class (Bentley 1995, 48). However she is not only a novelist of manners but she also wrote several books on her travels, mostly about Italy and France, studying European cultures. In 1920 she published a book on Morocco, the first guidebook to Morocco in English written before the country was opened up for tourists after WWI. Wharton’s aim in this volume is to measure up Moroccan ways of life mainly untouched by European influence. This isolated position is the reason for Wharton’s main interest: the presence of the past, of a medieval past that she suspects is soon to be lost through modernization. At the same time, her account is to draw the very tourists who embody Europeanization into the country through her alluring book. Her account of Moroccan harems forms a section of the travelogue.

	This paper looks into the problem of how Wharton tries to represent life in Moroccan harems as part of a life of Oriental mysteries. She is measuring up Oriental mysteries with the voice of the historian in the text. My main question is how she manages both to describe and mystify life in Morocco and life in Moroccan harems. My idea is that she uses different discourses, the discourse of history concerned with the loss of the past, and the discourse of tales from The Arabian Nights concerned with the dreamlike quality apparent in most instances of Moroccan life, including the harem. I claim that in her book the discourse of history and the discourse of tales interact, and construct a mixed knowledge of Morocco that is both scientifically oriented but at the same time relies on a strong premise of the Orient as a dreamlike, ambiguous space embedded in the past, a cultural position to be improved by French colonial influence. While Wharton claims to write in order to preserve bits of Moroccan culture from effects of Europeanization in the first place, she in fact supports colonization and produces a Europeanized body of knowledge about Morocco as a place of mystic medieval life to be enlightened and improved. This attitude forms the basis of her accounts of harems as well.

	Wharton can only produce an account of the supposed mysteries of the harem as a woman. Wharton gains access to diverse harems as a respected Western female traveler, and her account of mysterious Oriental women in the harem is produced from her feminine perspective. Just the year before, in 1919 she published her chapter on “The New Frenchwoman” in French Ways and Their Meaning, her ethnographic account of key values of French culture. She described the business partnership between French husbands and wives as more social and pragmatic than the rigid separation of the private and public spheres in the US (Wharton 1919; Vajda 2012, 262; Vajda 2008). From that perspective, the languid propriety of everyday reality in the harem as Wharton sees it remains devoid of mystery and looks more like a socially segregated prison-house. 

	My main challenge lies in showing the rhetorics of how Wharton produces this account. I think that although she constructs a conscious interplay of discourses, she does not manage to criticize her initial premise of the mysterious Orient through this deceptively self-conscious feminine rhetoric.

	The paper introduces the critical problem of women representing women of the harem in travel writing first. Then it looks at the interplay of the discourse of dreams and the discourse of history Wharton uses in the travelogue. Finally, it analyzes Wharton’s accounts of harems and points out the use of the double rhetoric of dreams and history in them. 

	 

	1. Representing the harem in travel writing

	The problem of gender and travel writing is key to a discussion of Wharton’s account of Morocco, as the text obviously engages in an Orientalist enterprise presented from the feminine perspective of the female connoisseur. The question arises how this account of the Oriental can be placed among other late nineteenth-century and early twentieth-century feminine insider accounts of Oriental women in European women’s travel writing.

	Critical accounts of female travel writing have been preoccupied with the way female voices are constructing a discursive space different from the one created by male travelers (Smith 2001; Peat 2010; Yeğenoğlu 1998). As for accounts of the Orient, British women travelers in the age of the British Empire struggled with the legacy of Oriental discourse and represented their experience as more personalized, one directed at persons as individuals, as Sara Mills argues (1991, 3-4). Yet, in her analysis, Mills also argues for the need to acknowledge the diversity within texts by female authors – as not all of them are middle class and not all of them represent the same ideological position, as Bassnett also points out (2002, 228). Mills argues for the need to look at constraints of production and reception that produce the various discursive modes in female travel writing about the Orient (1991, 67, 71). 

	Reina Lewis’s works discuss the representation of the harem in Orientalist discourse. She claims that sinister magic forms a core element of different Orientalist accounts of the Far and the Middle East written by male travelers forbidden to enter it. Its mystery is centered around the space of the harem as a realm of deviancy, cruelty and excess. Yet, in her Rethinking Orientalism, Lewis shows female accounts of the harem that defy its standard masculine notion (1996, 96). Lewis analyzes early twentieth-century travel pieces by British women and autoethnographies (Pratt 2001, 7) by contemporary Turkish women. In these accounts women who had witnessed the everyday life of a harem provide analytical, demystifying reports about it in order to stress the point that Ottoman women of the harem did practice forms of social and cultural agency (Lewis 1996, 97). 

	Critics of Wharton’s In Morocco usually see the volume as a case of straightforward Orientalism, in which femininity is not necessarily an issue. Susan Wright claims that Morocco provided Wharton with a suitably exotic destination to write about (1997, 110-111; Batcos 1999). More recently, Laura Rattray writes about how Wharton’s travel books focus on an American spirit of individualism rather than on her feminine experience (2020, 95-96) and how In Morocco “hovers between mystery […] and benign Orientalism” (Rattray 2020, 111) in its descriptions. According to articles by Meg A. Toth, Adam Jabbur and Charlotte Rich, Wharton’s “Orientalist” themes can be applied to in the reading of her texts written after 1920 as well (see Toth 2016, 227, 154; Jabbur 2010, 10 and Rich 2004). Frederic Wegener recovered from the archive and published a Wharton essay on Mme Lyautey’s Charitable works in Morocco from 1918 that openly celebrates the work of French colonialism in the country (1998, 13), a piece that, Wegener muses, could even have made it into the selection of articles that were eventually published as In Morocco in 1920 (ibid.). 

	To what extent does Wharton’s view of the Morocco of Oriental mysteries represent a different discourse as described by Mills, Lewis and Yeğenoğlu? Can one really see her differentiated feminine outlook on Oriental issues in her Moroccan account in general and in her descriptions of harems in particular? Examining Wharton’s travel narrative from the perspective of gender and travel, my hypothesis is that, as Mills would have it, Wharton’s account does not fit into a presupposed specifically “female” nonscientific and personalized way of speaking about everyday matters. Rather, I will argue, Wharton initially relies on the stereotypical European male image of an Arab country as a mysterious, dreamlike and colorful oriental place, yet in her chapter on harems she cannot maintain the impression of mystery but gives a very sober and critical account of the dull social life of the harem from the perspective of an upper-middle-class, cultured European woman. 

	 

	2. The discourse of history and the discourse of dreams in 
In Morocco

	By way of preparation, let us consider the two discourses Wharton relies on in her account in general, because these discourses play a role in her representations of harems as well. The most obvious voice present in the book is that of the historian who is concerned with the presence of the past in Morocco and is also concerned about the possibility of losing these manifestations of the past soon, when the country becomes open for European economic and cultural influence. This scientific concern for the past is paired with references to the magic fictional world of The Arabian Nights, a concern with mystery. The professional female author is able to switch between the two discourses seamlessly. 

	The Preface sets the tone for the concern with history. A visit to Morocco is likened to a visit by Crusaders contemporary with the Caliphate of Baghdad, as visitors today are to find a medieval life the Crusaders must have seen as well. (Wharton 1996, x) The general idea of a perpetuated past comes up at several instances of Wharton’s travel. In Fez, wandering along the narrow streets of the old city, the spectator feels to be walking into the past, becoming absorbed in it. (28) The same experience is repeated in Marrakech where riding on mules in the city Wharton describes the queer feeling of “the mules carried us out of the bounds of time,” (84) into a perpetually prolonged past. Wharton’s metaphor about this is an overripe fruit that is soon to fall off (85), so she has worries as to how long this past can be perpetuated. The specific instance of the past being held out here is a medieval past that constitutes the present in Morocco. 

	This medieval past is manifested in many forms. In architecture, for one, medieval floorplans and decorative patterns are being produced at the time of the visit. Also, the social structure of the society seems out of contact with the present for the traveler: the way women are locked away at harems cannot be changed into a modernized version, and the way Jews are compelled to live under dire conditions in unwelcoming ghettos resembles conditions in medieval France and Germany. (114-5) Cities and roads look the way they must have looked in medieval times. No wonder Wharton, the traveler, identifies with the position of medieval travelers, especially Crusaders (18), and within that, Venetians. (68)

	The perpetually prolonged past represents a standing danger for the modern traveler, because where it is present, one can lose one’s connection to modern civilization at any time. Early in the book Wharton explains this borderline situation when she comments on their motor car being broken down. The company sits in the blazing African sun, waiting for some miracle to happen and save them, but there seems none in sight. Wharton admits a feeling of being lost, she would like to have a djinn’s carpet to fly them to their destination. (14) At another moment of a problem with the car (41), she feels the same and becomes expectant of some miracle. In both cases Wharton comments that they are lost for European civilization, throughout the trip it is only their carefully planned itinerary that saves them from being immersed in this state of being lost in the Moroccan prolonged past like a medieval traveler, (13): “civilization vanishes as though it were a magic carpet rolled up by a Djinn.” (14) Being immersed in the past, a constant possibility in Morocco, thus also stands for the constant menacing possibility of being lost in the past and loose contact with modern civilization.  

	The discourse of tales and dreams from The Arabian Nights accompanies the discourse of history because the availability of the Moroccan prolonged past is presented as a miracle. Wharton uses textual markers to indicate the times when the dream world becomes visible for the European eye. The light of twilight hours evokes the dream world, in its golden haze at dawn or sunset miracles open up. As she puts this: 

	 

	Dawn is the romantic hour in Africa. Dirt and dilapidation disappear under a pearly haze, and a breeze from the sea blows away the memory of fetid markets and sordid heaps of humanity. At that hour the old Moroccan cities look like the ivory citadels in a Persian miniature, and the fat shopkeepers riding out to their vegetable-gardens like princes sallying out to rescue captive maidens. (36-7) 

	 

	This image is characteristic both because of the golden light and because of what that light enhances and conceals. Elements of an unpleasant reality recede into the background while elements of a normally tacit romantic, Arabian, fairy tale background come to the fore. Wharton relies on this rhetoric of the golden light to indicate a change in the perspective/vantage point of the observer all along her journey from Salé (36) through Moulay Idriss (52) to Fez (93) and Marrakech (127).  

	The result of the experience in the golden light also brings about reflection on the relationship between the real and the world of dreams. As Wharton reflects: “The light had the preternatural purity which gives a foretaste to a mirage: it was the light in which magic becomes real, and which helps to understand how, to people living in such an atmosphere, the boundary between fact and dream perpetually fluctuates” (38-9). To my mind, Wharton sets out to explore this fluctuation of fact and dream in the Moroccan atmosphere. 

	Wharton represents the fluctuation of fact and dreams by interposing the discourse of history and the discourse of dreams within the description of the same experience. In these interpositions, it looks as if she could watch the magical Moroccan atmosphere as a professional outsider (Tóth 2011). She has no intention to get lost in the magic Moroccan past, and uses the factual voice in order to control and criticize the effect of the magical one. 

	 

	3. The Resigned Smile of the Harem

	How are the interposed discourses present in her accounts of actual harems? Wharton is allowed to visit four harems during her tour, and she gives an account of them in a special chapter titled Harems and ceremonies. In these accounts, she relies on the juxtaposition of the discourse of dreams and history first in order to criticize the social performances of the people she meets. Yet, as she encounters the lack of social life repeatedly, the discourse of facts becomes dominant, and her account becomes a detailed criticism of the social system that allows for the institution of the harem. 

	All four accounts begin with an impression of the mysterious isolated space the harem is situated in by not being able to describe it through customary means of assessing domestic architecture. Wharton always notes that access to a harem is no easy matter: low doors, archways, and intricate staircases lead one into the labyrinth of the Imperial harem or into the arcaded rooms of wives of rich magistrates. In the central interior space, the rooms are invariably equipped with the same furniture: sofas, draperies, cheap bric-a-brac from Europe, and a mounted double bed as compulsory ingredients. There is no care for beauty or personal style manifested here. The general impression is that of an airless prison or mine as difficult to leave as it is to enter. The space of the harem cannot be assessed through its relations to the house or the garden, as would be the usual way of assessing domestic space (Annus 2006 and 2008).

	The inhabitants of the harems impress Wharton as passive, inert and melancholy. In the Imperial harem, the Sultan’s twelve teenage beauties flutter around as princesses from Arabian tales. Yet, their animation only enhances the shyness and silence of the plain Princess, who is the Sultan’s legitimate daughter. It is only the Sultan’s mother who knows how to talk to strangers in the proper manner, transcending the limited small talk of the harem. The magistrates’ assemblages of wives, daughters, daughters-in-law and concubines appear as fat, pale and amiable like cellar-grown flowers who know nothing of fresh air or freedom. Wharton is struck by the passive-looking women, the apathy of the young ones, their melancholy, their vacant eyes. A slight variation appears in Marrakech: here the inhabitants come from Georgia (Asia) by way of Constantinople and know about the freedom of shopping, travelling, wearing Europeanized clothes, and regret their loss explicitly.

	The experience of stagnant domesticity in the harem makes Wharton more and more critical of its isolated life. In the Imperial harem, the animated chatter of the houris is in fact vacant, it consists of trivial dissimulations, childish cunning, and idle cruelties. Only the Sultan mother can perform socially beyond these activities. She not only has the ability to talk about matters outside the scope of the harem, she also acts as an advisor to her son. However, after the exceptional encounter with the Empress Mother, the small talk of the harem is similar everywhere, with the themes of children, clothes, household duties, and compliments to exchange. Once these topics are exhausted, conversation flags. Another problem with chatting is interpretation – it is usually a male family member who is allowed to interpret, and this interpretation also censures in order not to disturb the life of the women in the harem. Wharton’s tone remains polite but she is frustrated by the lack of personal contact, feels her “lips stiffening into the resigned smile of the harem” (187).

	By the time of the third visit in a strict old style Fez harem chaperoned by the usual brother-in-law, Wharton blurts out a list of criticisms of Moroccan domesticity. Her open-air occidental mind pities the “beings imprisoned in a conception of sexual and domestic life based on slave service and incessant espionage.” (193) Let us see what she sees in relation to sexual life and domestic life. Firstly, the sexual life of the harem is centrally important as the position of the double bed in the main room indicates. The colorless, eventless life of the harem depends on the whims of one sedentary man, and the women’s sexual relations to him. Despite this basic arrangement, wives and concubines in the harem are not the images of sexual seduction, the words harem and concubine invoke for the occidental ear. Instead, all women in the harem wear the look of melancholy respectability. 

	Secondly, Wharton is highly critical of domestic life in the harem. She points out that despite the local women’s focus on domestic life, these women do not toil, nor spin, know little of cooking and needlework or of other household arts, they do not know how to heal and are ignorant about hygiene, too. One can say that as far as Wharton sees it, their idea of domesticity is quite different from Wharton’s late nineteenth-century idea of it which would require all the above skills. As the peak of the difference, the case of treating children is offered. Many petted Moroccan children are not educated properly, they are kept in unhealthy conditions and are initiated into sexuality very early (194). The sentimentalized admiration of Western authors of inert men and women’s love of their children is to be reinterpreted, Wharton concludes. 

	The final scene of her harem reports represents a criticism of the social system that allows for harems and slavery in general. Wharton describes how a seven-eight-year-old negress, a slave girl, serves the key Man of the household, the Caid, personally. From dawn to dusk she is to care for all his needs in her ragged dress. For Wharton, she is the reminder of the fact that although the Caid is a great man, enlightened, cultivated, and best in assimilating European influences, even in his thinking, the abyss of slavery and the seraglio remains present.

	How is Wharton’s dual discourse of history and mystery connected to the representation of Moroccan harems? Her reports start out with girls from the Arabian nights in labyrinthine interior spaces, yet the accounts end with descriptions of the present unrelated to dreams and the miraculous past. The inert, passive women provoke Wharton’s direct criticism of Moroccan sexual life in the harem, and, more importantly, that of Moroccan ideas of domesticity. Actually, there are no enchanting features to the harem: it is not a space of seductive sexuality, neither is it a place of sentimental parental love for children, but rather a pathetic prison for women with shallow uneventful lives whose destinies are determined by an unjust social system if it is looked at from the perspective of Occidental femininity. As a result, Wharton’s account accommodates the male discourse of the Orient as inferior but is also “different” because her criticisms are formulated from the perspective of domesticity rather than sexuality. Her major concern is the lack of any form of social or cultural agency on the part of the women of the harem.

	 

	 

	Conclusion

	The idea of Morocco constructed in the book is connected to an atmosphere of the Orient but criticizes it from the perspective of Occidental femininity. On the basis of Wharton’s account, one can see that in an Oriental world, oppositions work in a different way than in Europe, and the line not only between real and dream fluctuates but also that between past and present, fact and fiction. This fluctuation is not only a Moroccan phenomenon but that of the Orient in general Morocco is here linked to. At the outset, the space of the harem also appears in this dual way: as an invariably isolated interior space forgotten here from the past. Yet, as the shallow and limited social and domestic life of the harem comes to the fore, it is presented without a magic atmosphere altogether. The limitations of the harem arise not because of its excessive sexual life there but because of its stagnant Oriental idea of domesticity, the lack of social life, and in fact, of domestic life in the Western sense of the term. This view is similar to the standard Orientalist opinion of the inferiority of the life of the harem, yet it is different as criticisms are made from the perspective of a nineteenth-century ideal of domesticity. 
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	The treatment of the theme of death is rarely comic or humorous, yet Emily Dickinson consciously and purposefully does exactly this in her poetry. One can hardly find any poem concerning this topic in her oeuvre which is not irreverent, mocking, light-hearted and they might also be called slightly disrespectful, insolent, impertinent or even ‘cheeky.’ It is a fascinating feast to witness her courage and wit in these specific pieces of poetry discussing dying and death – both of which are treated as something normal, entirely ordinary occurrences in someone’s life (which they are) – except humans are usually terrified of death and do not usually look upon the dying experience as if they had just had dinner. Dickinson consciously ‘undigifies, unterrifies, undivines’ the dying experience as well as death itself. There is nothing extraordinary or otherworldly about it. With the help of humor Dickinson brings death down to the level of the ordinary, to the common, to the everyday. The topic is also complex from another point of view since it combines the issues of ‘comedy and the body’ as these poems often discuss the bodily aspects of dying and the ‘supposed’ state of being dead in comic ways while ethical questions are also raised exactly because of her approach to the theme of death, afterlife as well as the intentional ignoring and profaning of the supernatural as well as the divine/‘Divine.’ 

	Humor, most often than not, is about irreverence, disrespect, questioning, challenging, disrupting, transgressing, criticizing, and even if being complicit/conservative and revolutionary at the same time (i.e. eventually it restores the original order that it temporarily challenges – although not exactly to the same state since there always remains the mark of that disruption (Sypher 242; Bronfen 406); humor is rarely about decency, decorum or political correctness – no wonder humor and religion have never been the “best of friends” (Annus 109). In accordance with this, Emily Dickinson is especially not PC in her treatment of Death and the Divine, what is more, she doubles her resistance by being mock-decent and fake-decorous in her encounter with them. Hence, Dickinson’s death poetry is a unique treasury for scholars researching humor and comedy. Although, many scholars have addressed the issue of death in Dickinson’s poetry since it is a vast segment of her oeuvre and a central/major topic for her, they rarely touch upon the fact that Dickinson is actually ‘having fun with/making fun of’ death with these poems. 

	The other “tool” I would like to discuss briefly in connection with Dickinson’s poetry, apart from humor, is catachresis, and also highlight what is common between these two devices of generating and/or changing meanings. Enikő Bollobás, in her inaugural speech at the Hungarian Academy of Sciences, points out one of the striking specificities of catachresis that especially allies it with humor (because they are in the same boat) i.e. it is too common – Bollobás also suggests that probably that is the reason why researchers do not pay enough attention to this unique trope because it seems to be unassuming and insignificant because it is so common, yet, it is too nuanced, multilayered and complex with a multitude of possibilities (2020, 30 sec). Humor works the same way and that is one of the reasons why humor research also had such a long and circuitous way to academic acknowledgement since, similarly, humor is seemingly also very simple (and easy/light) while actually being too complex, intriguing, exciting and difficult to define/theorize/explain/analyze. Hence, both catachresis and humor are elusive while they work in unexpected and surprising ways, probably that is why Dickinson loved to use both of them in her poetry to achieve rhetorical exuberance and create new meanings or change our views of things. Both catachresis and humor work with defamiliarization as well as refamiliarization, they both create a new sensus communis out of and old sensus communis through dissensus communis. As Bollobás defines it, catachresis is actually an abuse of meaning, it is a confusion of signifiers and signifieds creating a collision of meanings and in classical rhetorics it is usually viewed as a failure while what it does is to expand/extend meanings (Bollobás 2020, 1 min 30 sec). Humor actually has the same working mechanism, it is only seemingly a failure of communication, it intentionally causes disturbance to make way for the new meanings. As in this paper I would like to argue, Dickinson often used both catachresis and humor to change our perception of death as well. 

	Catachresis actually ‘borrows’ an already existing meaning and through the expansion of that meaning gives it to something else hence the secondary meaning involves a semantic enlargement and conceptual expansion (Bollobás 2020, 6 min). This way, meaning and a name can be given to things that have never been named, and as a result they are supposedly known through this process. Another possibility is when you rename something in this manner. Humor works similarly since it approaches the unknown or the already known things from a new perspective, plays with meanings, signifiers as well as signifieds thus achieving the same effect as catachresis through the “abuse” of meanings as catachresis is a “trope of abuse” as Bollobás defines it based on Du Marsais and Fontanier (2012 a, 272). 

	Catachresis fits into the linguistic, poetic, and rhetorical “patents” on poetic invention identified by Roland Hagenbüchle, Lynn Keller and Cristanne Miller, Brita Lindberg-Seyersted, Sharon Cameron, Josef Raab, and Shira Wolosky in their various discussions of Dickinson’s poetic language. What these critics focus on—and also defines catachresis—is a process of creating connections between signifiers without anchoring signs in the realm of the signified, thus making room for startling innovations and the creation of concepts formerly unthought. (Bollobás 2012 b, 25)

	Consequently, the end result is productive and useful since we will have a name and a grasp on something we did not have before through avoiding fixed meanings and anchored signs with the help of clever tricks and games with/of signifiers. Or as Bollobás argues, even known words get new meanings, new semantic layers hence enriching them (Bollobás 2020, 6 min 58 sec). In her opinion, primarily, the aim of catachresis is to fill in linguistic and conceptual gaps (Bollobás 2020, 11 min 20 sec; Bollobás 2012 a, 272). It is also mentioned that catachresis functions with shifts and extensions (of meaning) rather than (finding) analogies, parallels, correlations and similarities (Bollobás 2012 b, 26). Based on de Man, Bollobás suggests that catachresis “dismember[s]” reality and rearranges it, while based on Foucault, she also claims that it “subverts the order of things” (Bollobás 2012 b, 27). Humor mechanisms achieve the same results as disruption/subversion and reorganization are all the specificities of humor as well. 

	Another important aspect of catachresis, according to Bollobás based on Ricoeur, is that it works best if it is not forced but it is born out of the moment, out of a situation (meaning it is spontaneous), as a result of inventiveness, resourcefulness, ingenuity and cleverness, (Bollobás 2020, 12 min 49 sec). “Catachresis has served as the most general trope of innovation and imagination. Indeed, it has been termed as “the most free and powerful of the tropes” by Renaissance rhetoricians” (Bollobás 2012 a, 273). Thus, it is the mental child of witticism, it is intellectual bravado, which allies it with humor again since humor is also best if it is the result of everything mentioned above. And a final note on its uniqueness and possible major impact is also mentioned – which is again in accordance with humor mechanisms – is that catachresis is actually a radical means of breaking conventions (Bollobás 2020, 49 min 56 sec). And all this means that both catachresis and humor are powerful, that is why they are not insignificant. So, these seemingly unassuming modes of communication can both initiate major changes on various levels. 

	Enikő Bollobás, in Vedégünk a Végtelenből (2015) – a fascinating book dedicated to reveal the multifaceted aspects of Emily Dickinson’s poetry –, also pays quite much attention to the topic of death but she also mentions it only in passing that Dickinson is “coquettish with death” in one of her poems, and in connection with another poem about death that it is parodistic (100). In Bollobás’ opinion, Dickinson does not try to understand death and she deals with it recurringly because only death can bring knowledge while the “condition humaine” is the non-knowledge and incomprehension, which Dickinson accepts (2015, 11) – with all of which it is hard to agree. Although Dickinson accepts that you cannot reveal truth and access knowledge head-on, only circuitously and in slant ways (Bollobás 2015, 160), but she always tries to get to the bottom of things and tries to understand everything, even death. That is the reason why she starts this topic again and again because she wants to know and conquer even this – that is supposedly beyond human cognition, however she considers and registers metaphysical reality differently from average human beings. As Susan Manning (1999) also opines, Dickinson is very keen on going to the limits (or even beyond them) and examining “the disruptions of human experience at the edges of forbidden inquiry” (315) also adding that Dickinson masterfully specializes in how the consciousness is able to “catch the process in the act, in the arrested moment of perception” (317). In the meantime, Dickinson is very well aware that everything she does with/through her consciousness is a dangerous game (even if precisely with death or any other sensory and/or cognitive experience/process): “in her writing the dangerousness of this activity is never in doubt” (Manning 318). 

	Bollobás also adds that Dickinson “vulgarizes” the supposedly sublime encounter with death when the fly becomes the central feature in one her dying poems thus “mocking” even the logic or order of dying and death (2015, 12, 181). According to Bollobás, this dying experience with the fly both encompasses ontological as well as epistemological exclusion from cognition, understanding, existence and reality while calling “epistemological radicalism” what Dickinson performs with this scene, because her conclusion is that, maybe, there is nothing to know after all and Dickinson also knows this (2015, 12). I agree with the concept that Dickinson is an epistemological radical and a nonconformist (Bollobás 2015, 115) but not because she knows that there is nothing to know but her epistemological radicalism is exactly the reason why she always tests the limits of ontological as well as epistemological existence/knowledge/boundaries and cognition because she knows that there is more to know, and this is the reason why she does not accept non-knowledge and tries to go even beyond the human possibilities to know, experience and register everything that is possible. In her article entitled “Troping the Unthought: Catachresis in Emily Dickinson’s Poetry,” Bollobás also discussed the theme of death through catachresis briefly. Here she states that “Dickinson also redefines the concept of death by means of catachretic expansion. […] Catachretic extension allows the concept of death to include a state of acute consciousness.” (Bollobás 2012 b, 48) So, in Bollobás’ opinion, Dickinson tries to redefine and reinterpret death through catachresis, which is a possibility but probably also through its combination with humor, or separately using the two modes. However, what is even more important is that the death/dying is “for Dickinson this experience became a fascinating journey heightened by a renewed sensorial awareness.” (Bollobás 2012 b, 49) hence, death is much rather interpreted as a (new) form of consciousness, a renewed awareness, thus the catachrestic/humorous treatment of death changes our conceptions of the experience/state itself. Still, Bollobás insists that it is only a “superb intellectual effort of imagining one’s own death” (ibid) and does not consider it as an actual experience or possibility that Dickinson might have “lived” (through it). 

	Interestingly, Bollobás later also discusses Dickinson’s idea of circumference, which she defines as a certain kind of mental-intellectual-spiritual state, in which the person reaches the farthest limits of time and space, additionally, even moves beyond those limits out into humanly unknown spheres of time and space (2015, 161; Bollobás 2012 b, 28-29) thus possibly suggesting that death might not be the final destination – at least, for Dickinson it is evidently not. Bollobás also adds about circumference in another article that “with the self leaving its own peripheries in order to dissolve in the limitlessness of space and time” the experience of being is expanded by also moving out of the self while watching that very self (Bollobás 2012 a, 272). Additionally, Bollobás states that “[p]oems on perception, consciousness, and psychological states provide arresting instances of (heliotropic) master concepts catachretically expanded.” (Bollobás 2012 a, 282) This is especially relevant in the case of the death poems and how Dickinson treats the state of being dead because she catachretically expands our understanding of death. Susan Manning also cites one of Dickinson’s letters, in which she denies that anybody can ever be “finished” – with all of the possible connotations of meaning – also ascertaining that we never cease to be “mentally permanent” – and Dickinson claims this all in relation to death (325). Manning even connects Dickinson’s “resistance to ending” with “an immortality of selfhoods in the absence of deity” and evidently cites the famous death poem in which Dickinson narrates how she is travelling with Death and Immortality in a nice carriage suggesting that she might have become immortal by the end of the poem (327). So, the carriage ride with Death turned out to be not dying itself but much rather a transformation into an immortal being. 

	Consequently, for Dickinson, being obedient to the order and rules of Death and the Divine – as it is supposed to happen within Christianity – are out of the question. She is even willing to bring e.g. a fly into the picture (literally) to desacralize the moment and to refuse to follow the orders of those supposedly in control. With her ridiculous ideas she takes control over the situation and makes her own rules – even about death and dying. Bollobás also adds – although concerning Dickinson’s rhythmic patterns, verse form/structure as well as her multidimensional production of poems – that she uses all these to “defamiliarize” what is familiar (2015, 182). Defamiliarization is again one of the central functions of humor, through this process humor makes us see thing anew. Simon Critchley also opines that a “true joke […] lets us see the familiar defamiliarized, the ordinary made extraordinary and the real rendered surreal” (10) and vice versa. Critchley even calls humor “a form of critical social anthropology,” which defamiliarizes, demythologizes and inverts the common sense (65). Thus, Dickinson, with her humorous take on death, also defamiliarizes, demythologizes and inverts the experience and makes us look at it anew, makes us see it differently because it shakes our accepted common sense notions and reorganizes them. 

	Bollobás later also claims that Dickinson makes an attempt to get to know death on various occasions in her poems, and she seems to be emotionless as if she tried to understand it with scientific curiosity while being absolutely open to the experience and looking at it as if it was just a switch in time dimensions (2015, 100). It is presented as nothing final or terminal, juts a passage from point A to point B or point A’ or point A’’ etc. This seems to be the exact opposite of the suggestion at the beginning of Bollobás’ book. This rather suggests that Dickinson might have understood existence and cognition as multidimensional both spatially and temporally (e.g. with alternative or parallel universes); and since it was/is rather hard to communicate such a concept, especially in the 19th century, she tried to use humor to express these ideas. According to John Morreall, a playful attitude to unusual experiences as well as openness towards new experiences promote intellectual virtues, make people more adaptable to change and more accepting of diversity (112). By playing with ideas and thoughts we develop our rationality because this frees us from our existing perspective(s) (Morreall 66). Hence, humor fosters divergent or creative thinking (Morreall 112), additionally critical thinking exactly because it puts things into perspective (Morreall 141). Evidently this is what Dickinson is doing in her poetry in general, but it is strikingly present in her poems about death exactly due to the specificity and sensitivity of the subject matter. 

	It is an intriguing question whether Dickinson did not fear death and that might be the reason why she dared to treat it in a mocking and humorous way because she might have already known it (e.g. maybe she had a near-death experience and came back – Bollobás mentions that a secret big trauma in 1862 made her write to Thomas Wentworth Higginson and attempted to publish her works (2015, 28) – maybe this unknowable trauma was a close encounter with death from which she managed to recover/escape) or she feared it and that is why she tried to tame/manage it through humor. According to Bollobás, Dickinson is of the opinion that “almost-death is a great thing” and it makes living life much more invigorating (2015, 87) – as if she talked about a real experience. In her article entitled “Troping the Unthought: Catachresis in Emily Dickinson’s Poetry,” Bollobás also addresses the issue of death through catachresis and opines that “Dickinson alludes to another death-like, night-like, and frost-like moment of despair when she writes that “everything that ticked – has stopped – / And space stares – all around – ” in “it was not Death, for i stood up” (Fr355).” (2012 b, 27) Thus an “almost-death,” a near-death experience is described here likewise. Bollobás also ascertains that Dickinson’s return from almost-death (mentioned in Fr 1247) is a mode to make those few, who had (to go through) this experience, stronger while the experience reinvigorates these special people since they took measure of the grave thus being able to see more clearly concerning everything in life too (2015, 96). Bollobás also cites Dickinson’s Letter 919 stating that “‘Tis a dangerous moment for any one when the meaning goes out of things and Life stands straight – and punctual – and yet no signal comes. Yet such moments are. If we survive them they expand us” (2015, 98). Very few have this wonderful, yet, dangerous moment of revelation – when life stands still suspended – which makes them expand internally, intellectually and cognitively having a glimpse into such realms of understanding that leads beyond that moment of suspension that is only the termination of this form of existence on Earth. 

	Although Dickinson is generally not viewed as a comic author, her mastery of irony is often pointed out. Carole Anne Taylor’s article entitled “Kierkegaard and the Ironic Voices of Emily Dickinson” (1978) addresses how Dickinson constructs her ironic voice and vision similarly to other “later existentialists, with whom Dickinson shares both the ironic habit-of-mind and a personal, dissenting vision; like them, she is fond of creating speakers whose spiritual role-playing exposes the psychology of self-deception” (580). Taylor declares that “an ironic logic common in Dickinson’s poems” is often to be detected (572), yet quite much focus is placed upon Kierkegaard and Socrates, however Dickinson is also under scrutiny but her irony is much more discussed in the context of God and her lack of faith while nothing is mentioned in connection with death. Nevertheless, it is claimed that Dickinson produced irony by paradoxes, revealing arbitrariness, setting up expectations then disappointing them, while this ironic reversal is generally achieved through an intellectual detachment and a devastating logic (Taylor 572-573). More interestingly, it is stated – at a point when Dickinson is interpreted as giving advice on how to die – that “[t]hose who “know” are sure of the truth precisely because they do not aspire to a paradise that will answer prayer.” (Taylor 577) So, the question is what it was that she knew about death, afterlife or other forms of life – while seemingly she communicated all this with ironic detachment. 

	Hence, it seems to be quite likely that she was not afraid of death as she also claimed: (Fr1653) “So give me back to Death – / The Death I never feared” also adding that she has already taken measure of her grave, and it is the size of Hell as well as Heaven in one (making no difference between the two realms while also questioning this Christian duality of afterlife) – so there is nothing to worry about. In the meantime, she never seems to waver in this conviction in her poems that death is something we can always treat lightly or even laugh at. Ruth Flanders McNaughton also opines that “Emily Dickinson did not fear death, because she could not believe in eternal damnation; rather, she looked forward to it as an adventure […]” (207). Hence, her humorous treatment of death seems to be a conscious strategy to reveal the truth about it because she might have known something that she tried to communicate with the limited means that human language could provide (she used all kinds of compressing and compounding techniques in her writing to press as much meaning into as few containers of meaning as possible such as ellipsis, synesthesia, metonymy, paradox, oxymoron, terse wording and sentence structure etc.). Susan Manning similarly points out Dickinson’s unique punctuation, compressed writing style and how it is expressive of her distinctive knowledge: “[h]er defiant linguistic minimalism replaces an articulated grammatical flow inevitably resting in the substantives of knowledge, with a separated series of hermetic perceptions along the way […] her writing emphasizes the experiential reality of the entities that have no name” (313). 

	Bollobás also adds that Dickinson’s ‘White Choice,’ her choice of celibacy, seclusion and loneliness is similar to e.g. the retreat of Buddhist monks into ashram (2015, 34). Thus, her search for knowledge and her desire to understand existence and cognition might have lead to a form of transubstantiation, which might reduce the significance of death and increase the possibility of a more complex and higher knowledge. It is also suggested that in some poems what is communicated is as if the mind with its cognition contained the whole universe and as a result it is boundless and endless while existence that is registered in the mind is beyond the living (in our bodies) on Earth, it is beyond our human bodily existence, and the mind is able to contain and handle this limitless and boundless knowledge (Bollobás 2015, 89), which is again similar to the idea of transubstantiation or some kind of an access to knowledge/existence/reality beyond simple (physical) humanity. Bollobás also discusses the “transitus-poems” where she emphasizes the importance of transition/transformation from one form of existence or state/situation/condition of life into another one in Dickinson’s poetry (2015, 72). Then, Bollobás also opines that Dickinson was interested in death and was looking forward to it with enthusiasm (2015, 34) which contradicts the idea of emotionless scientific curiosity (that she suggested at another point in her argument), yet, the curiosity, openness and a positive approach remain constant while viewing death only as another form of existence or a door to another form of existence. 

	In spite of these suggestion however, Bollobás generally still tries to interpret the death poems as sad and tragic, the associations are always with non-knowledge, horror, threat, loss and void etc. eventually. Even if she also declares that Dickinson’s conception/notion of death is in opposition to the customarily accepted one (Bollobás 2015, 164), she still returns to the traditional views about death in her interpretation of the death poems. Bollobás insists that Dickinson cannot have real knowledge about and experience with death; and anything she writes about it, even the “afterknowledges,” are only suppositions on her part (2015, 99) and she does not even try to understand it, she only tries to find solace (2015, 100), yet it is not entirely convincing. Dickinson seems to be talking based on first-hand experiences and apparently she knows what she is talking about, and that is why, probably she is not afraid and that is why she treats death as something insignificant and even dares to make fun of it. Nevertheless, in Bollobás’ interpretation, death in these poems still means that there is an epistemological and cognitive darkness, a void and uncertainty through/in death, and those who enter this state are excluded from understanding and knowledge forever while for the living beings this state is unacceptable (2015, 98). In my interpretation, however, Dickinson is consciously dealing with death and challenges it through humor exactly because she probably knows, or at least senses, that it is a door to more knowledge, information, experiences and a different mode of ‘life’/existence/reality. Hence, for her, death is a possibility, in a positive sense, for more things than what life on Earth can afford. Later, Bollobás is also of a similar opinion (contradicting her previous suppositions) stating that for Dickinson, death is not annihilation, it does not end everything, on the contrary, it brings understanding and real knowledge of things – although in her view, this all still belongs to a phase/stage of prehension and pre-cognition thus still holding the idea firm that it cannot be an actual experience and/or knowledge, only something like Derrida’s heliotropes and semantic inventions (2015, 164-165) – but where did Dickinson take the idea from then? However, Bollobás also acknowledges that Dickinson often has a very playful, ironic, parodistic style and her self-irony is brilliant (2015, 168-173). In her opinion, Dickinson frequently plays with “constative-performative aporias” (Bollobás 2015, 170) – so why not in her death poems as well? 

	Susan Manning, in her study entitled “How Conscious Could Consciousness Grow? Emily Dickinson and William James” (1999), examines the parallels between Emily Dickinson’s and William James’ attempts to understand and describe the workings and characteristics of consciousness also struggling with “the difficulty of rendering the quality of awareness” (306). Although Manning does not concentrate on the issue of death itself, even if touching upon it, but rather on Dickinson’s stream-of-consciousness style of writing as well as the various stages/states of consciousness/es and sensory experiences, these are all relevant even for the death poems (which dovetails with ideas by William James’s brother, Henry James, who differentiates lived life and non-lived life on the basis of awareness, and eventually maintains the possibility of life after death as a way of maintaining this awareness after the demise of the body (Kovács 202-3). Manning, for example, precisely deals with the interesting fact that Dickinson rarely ends her poems with a full stop or with anything that signals finality in the classical sense. It is common knowledge that Dickinson had her own unique kind of punctuation that usually involved dashes but not commas, full stops, exclamation marks etc. and her capital letters had their own logic likewise – so the usual grammatical rules and tools do not apply to her. Additionally, Dickinson rather concentrates on the “elusiveness” and “obliqueness” of definitions and meanings while trying to grasp “perpetual motion” that seems to be the more central aspect of existence, consciousness and reality (Manning 308). The “thought-in-action” is pulsating in her writing while Dickinson “refuses to be bounded by the decorum of the sentence, rounded and finished with a period” (Manning 309). In my opinion, she does the same with death and concentrates much more on the transition of the experience, the motion of the dying experience, not on its finality, she even refuses to be ended and silenced by death and ‘laughs into its face.’ By analyzing one of her poems, Manning claims: “[c]urcially, “Death’s Immediately” is an adverbial interruptus: immanent in the wings, it never arrives in the poem, whose sentence does not end. “When” remains a final point never reached” (308). Hence, Dickinson does not let death close anything even to the point that she refuses to end her poems (generally), she leaves them ‘unended’ probably suggesting that, after all, there is no end – and with this diminishing/belittling the role of death in our lives, and as a result, also showing it in a comic light because of breaking, disappointing or not meeting our expectations – this is exactly what humor does. 

	By not meeting our expectations as well as changing our perspectives and producing new actualities, humor creates a surprise, and as a result, something new. Dickinson with her humorous treatment of death shakes us up and presents this topic in a new light and makes us think anew. According to John Morreall (2009), in humorous instances, the incongruity that occurs violates our expectations and that results in the comic effect, pleasure and laughter (11-13). Simon Critchley (2004) also argues that “[h]umor defeats our expectations by producing a novel actuality” and it is exactly our disappointment in our expectations that make us laugh out of surprise (1). The paradoxical and unexpected speech acts and inversions defeat our expectations and make us laugh refusing the everyday concepts (Critchley 19). Dickinson is famous for her paradoxical inversions and various linguistic/grammatical inventions in all her poetry that probably all serve this very same purpose. 

	Morreall also adds that humor shows issues in multiple and/or various perspectives, thus making us see things from other perspectives likewise (79). While laughing, we are swinging between perspectives in his view (Morreall 42), and as a result, we are raised out of our automatic perspective and start to see the other ones as well (Morreall 67). In his opinion, morality and the development of a moral perspective is unimaginable without an ability to laugh at ourselves thus we have to be able to “transcend our “here/now/me” perspective” (belonging to the ‘fight or flight’ negative emotions), which is exactly triggered by the use of humor (Morreall 115-116). He even goes so far as to claim that, by using humor or joking about something, we are actually philosophizing about that issue and elevate it to a higher-level perspective (Morreall 127). With the new perspectives secured as well as the disengagement (that is inevitably involved in the process), a cognitive shift occurs, and that is the main point of humor (ibid). 

	As a result, by joking about death, Dickinson wants to create a cognitive shift in our minds by changing our perspective about death, and consequently about life. An interesting aspect of humor is that it is a form of “practical abstraction, socially embedded philosophizing,” which by generating laughter actually provides us with a distance concerning the given subject matter, thus it has “coldness at its core” – as Bergson put it “something like a momentary anaesthesia of the heart” – consequently it creates disinterest or disengagement (Critchley 87). This lets us have the change of perspective and the cognitive shift since we are severed from our preconceptions, emotions and involvement with the given subject matter. Critchley defines as follows: jokes (“tiny explosions of humor”) are sensus comunis in a sense that they work with implicit meanings in a culture, so they return us to the common, the familiar, however, they also indicate transformation and how things could be improved, thus they are dissensus communis at the same time as well since they project a possibility for a new kind of sensus communis that is distinct from the dominant, given common sense (90). Hence jokes and humor rely on sensus communis (what we all share and what connects us) to create a new kind of sensus communis because they try to change what is not working in the existing common sense that is shared by all. By joking about death, Dickinson is actually trying to change how we all view death through changing our dominant thoughts about it, our shared sensus communis. 

	Another important aspect of comedy, as opposed to tragedy, is that although it deals with the same problems, it sees a way out, and finds a way out of the problem (Morreall 131). Critchley is also of the opinion that humor does not simply reveal a situation but also suggests solutions (16). As a result, Dickinson finds interesting and refreshing modes to discuss the issue of death with humor to create a change in how we ‘live death.’ Eventually, Morreall closes his argument by stating that the most cosmic perspective and world view is the comic one, so great thinkers and philosophers should really appreciate this approach if they want to have access to ‘knowledge’ (138). Emily Dickinson definitely appreciated the comic perspective concerning life as well as death as an outstanding thinker. 

	Simon Critchley also adds that jokes are “anti-rites” meaning that “[t]hey mock, parody or deride the ritual practices of a given society” (5). When Dickinson jokes about death, she precisely makes fun of our expectations, traditions, customs, beliefs and rituals of how we see and treat death thus trying to make us look at the whole issue differently and change our ‘rites’ concerning the subject. Critchley adds that laughter is a convulsive bodily phenomenon similarly to orgasm or weeping thus it signals “[a] loss of self-control,” (8) that is why the dignity and sacrilegious rituals surrounding death are usually not associated with comedy, however, Dickinson sets out to change exactly this.

	Now, I would like to add a brief overview of some works (from various periods of time and decades to have a little transhistorical view as well) that discussed the question of death in Dickinson’s poetry – and as the samples show, these researches usually approached the issue from a negative point of view. Ruth Flanders McNaughton sets her sights entirely on the issue of death in Dickinson’s poetry in a 1949 article positing death as a tyrant, dictator, imperator right at the beginning and the relationship with him as a battle, as a fight. Flanders McNaughton also registers at the beginning that “[o]f her approximately fifteen hundred surviving poems, at least one-sixth deal directly with Death (a word which she almost always capitalized as she seldom did faith), and many more bow to him in passing” (203). Additionally, many letters also speak of death (ibid). Later, dying and the encounter with death are associated with drifting into the infinite and as ecstasy in the union with the unknown (Flanders McNaughton 203-204). In the author’s opinion, “it was the miracle of death, more than any other aspect of it, that captured her imagination. Certainly her attitude toward it was not that of the orthodox Calvinist of the New England, which likes to claim her exclusively as “seeing New Englandly”” (Flanders McNaughton 204). It is also added that reincarnation, resurrection and even the possibility of immortality all surfaced in Dickinson’s imagination about ‘life after death,’ she definitely did not consider it as terminal: “[t]o the end of her life, Emily puzzled over the mystery and miracle life, time, eternity, God, and death. As she grew older, her faith in some form of reincarnation or resurrection, her belief in immortality as we commonly define the term in the Christian manner, seemed grow” (Flanders McNaughton 205). As if it was suggested again that Dickinson has been ‘at home’ or has seen ‘the other side’ and it is homely and she is known there, her famous last message is cited: “shortly before May 15, 1886, the day of her death, she sent a cryptic message consisting of two words. “Little Cousins, – Called back. Emily”” (Flanders McNaughton 206). 

	Flanders McNaughton even reaches that point – although she does not consider any comic treatment of death in Dickinson’s poetry – that Dickinson grew fond of death and made jesting remarks about him/it: “As she grew older, Emily seemed almost to woo death, and she spoke more and more affectionately of “that old imperator,” sometimes half in jest […]” (207). Flanders McNaughton also adds later (on the positive side of the topic) that, in her opinion, Dickinson “enjoyed funerals […] because of the show” (210) as well as that “[t]he graveyard poems, I think, are unique, because of the gay and tender delight with which Emily almost always speaks of the grave” (211). So, this author comes close to the humorous aspects of the death poetry, but actually, she never elaborates on it or specifies it. Eventually, it is emphasized that Dickinson believed in immortality and/or resurrection and that death is considered to be a kind of metamorphosis at dawn, which evidently suggests rather a new start than an ending: “[t]he poems expressing greatest hope for immortality are the love poems. When Emily Dickinson does speculate on death and resurrection as conjoined, she almost always likens the great metamorphosis to dawn rather than to sunset as so many poets have done” (Flanders McNaughton 213). It is even concluded that death is presented in Dickinson’s poetry as if it was just an incident, almost a passing experience in the great circle of existence, as if something that happened to us accidentally on our way towards something more important, and death is also likened to the moment when we pass through a gateway or an entrance hall to something more glorious. 

	Death is just an incident along the way, an opening leading from a small room to a larger room, to “Escape from Circumstance.” Death for Emily meant daybreak, sunrise in the “Ether Acre” to which she rode to “meet the Earl!” It is not to be feared for ourselves, but only because of its power to take from us those whom we love. When they have all gone on before, then we can rejoice at being “called back” by death to that Paradise we possibly have known before. (Flanders McNaughton 214)

	In the end, Flanders McNaughton, even if not addressing the comic element in Dickinson’s treatment of death, suggests in her final thought again “that death may be experienced as life’s greatest adventure” (214). 

	B. J. Rogers, in his study entitled “The Truth Told Slant: Emily Dickinson’s Poetic Mode” (1972), concentrates on how Dickinson thought that “her business was circumference” (329). Consequently, he approaches several important death poems exactly form the point of view of stillness-motion and how circumference is applied in their case likewise. Although some remarkable insights are provided into the death poems, the possibility of humor is not even included and the ideas mostly associated with death are stillness, motionlessness, solitariness, immobility, isolation, frost, mystery, and the focus is much rather on how the soul is moving or stopping in the process. Kenneth Stocks consecrated an entire book to the various themes in Dickinson’s poetry in 1988, yet there is a chapter specifically on love and death (combined – he leads the topic of death out of love in her poetry). He opines that Dickinson is not a sentimentalist, even the love poems are made out of “realist-based lyricism” (Stocks 103); and that even though she has a “fantasizing tendency” while death is one of her major themes, she strictly remains a realist poet and examines death within an existentialist scheme through realistic lens (Stocks 108). In his opinion, Dickinson tries to grasp “the reality of death as a lived experience” (Stocks 109). However, his focus is on whether Dickinson treats this issue through the dying person, the dying experience, Death itself or the tomb, and while concentrates on her realist approach excluding emotions of any kind, the question or possibility of humor does not even come into the picture – death is interpreted in a serious manner. Similarly, even though about 20 years apart in 2008, Sam S. Baskett still concentrates on the negativity of death in one of Dickinson’s gems about this topic – with the blue fly. With great determination, he argues that death is a dark, desperate, undesirable thing even if the synesthetic fly is a sensory exuberance and a great example of Dickinson’s genius, still, its comic possibility is not even mentioned. 

	However, Kathleen Hulley wrote an article entitled Emily Dickinson, Jester in 1977, yet she failed to address the issue of death. Nevertheless, it was an important step and one of the first attempts to study Dickinson’s comic talent, yet, the article was only scratching the surface of the potential of her whole comic output. In Hulley’s words, her aim is exactly to shift the focus of the research on Dickinson from an exclusively tragic and serious approach to see her comic side as well: 

	I would like to shift our habitual reading of Dickinson’s poetry and see her not according to the conventions of poetry but according to those of humor, for her poetry is, even at its most serious, tremendously ludic and free, leading to a physical release of energy, if not a laugh. Her poetry relies on the structures of humor-shifting categories, structures of doubling, condensation and displacement. Finally, by reading her from such an optic, we see that the Other, the 2nd person, the receiver of the joke is placed at the center of an economy of pure pleasure. (64)

	This is indeed a great adventure to excavate the humorous tendencies of Dickinson’s poetry and Hulley makes a great attempt to theorize humor itself defining how its manipulates the critical faculties of the mind also referring to the bisociative aspects that she does not call so, yet what she describes is that, and that is evidently central to the understanding of humor: “[t]he sense of a joke is mere camouflage, a trick to lull the critical faculty so the joke work itself can take place. […] Its pleasure depends on a short circuit, bringing together two or more alien categories of discourse.” (65) 

	However, Hulley is hardly right in claiming that Dickinson made only innocent jokes: “[m]ost of the jokes Dickinson tells are what Freud called non-tendentious or innocent jokes, a joke whose meaning is unimportant serving only to mask the pleasure principle” (65), because she is clearly critical of her own society as well as religion, calling into question all kinds of authorities and even ridiculing death, so she really uses tendentious humor too. It is not to say that she uses only tendentious humor, but she is not non-confrontational either, and although the pleasure principle is always central in the working of humor, it is still only one part of the whole picture, and Dickinson almost never jokes just to please anybody, she always has an agenda. Sometimes she even harbors the most dangerous and most indecent, inappropriate issues with humor, so what she certainly is not is innocent in any sense of the word, as Regina Barreca also declared it: the women humorists “are no angels” (1996, 10). Yet, Hulley also remarks that Dickinson’s epistemological quandaries are also expressed by her clever humorous tricks: “[o]nly by reading her poems as jokes can we enter into this prelapsarian play. Her jokes operate by a process of displacement in which one signifier displaces another, but there is nothing behind – no signified except in the epistemological habits of the 2nd person.” (67) Thus, even if Hulley does not go so far as to analyze Dickinson’s humor deeply (the death poetry is not even mentioned), this study is still a significant attempt to understand humor theoretically as well as opening up new possibilities of interpretation for Dickinson’s works. 

	Joan Kirby (1991), although focusing on various other aspects of Dickinson’s poetry, at one point, mentions about the gentleman lover Death poem, what she calls “Dickinson’s most famous Poem 712 ‘Because I could not stop for Death –’,” that this poem is “revealing Dickinson’s playfully macabre vision of death” (98). However, she does not deal with the comic possibilities of her death poems or of any other poem either and rather concentrates on the Gothic aspects even though the playfully macabre idea has a great potential concerning Dickinson’s death poems – and in general since she had a tendency for a morbid sense of humor, of which we are witnesses in her death poems especially. Claudia Ottlinger wrote an entire book (1996) about the death motif in Emily Dickinson’s and Christina Rosetti’s works drawing parallels between the two authors but the focus seems to be entirely on the negativity of death, and although the author claims that Dickinson was fascinated by death from quite early on – which is true and her own declaration is often cited – such ideas are used that she as well as Rosetti were haunted by death throughout their lives, and that Dickinson consciously chose a living dead-kind of life form for herself. However, Ottlinger points out that Dickinson tried to refuse the power of death and made an effort to master it and used very creative ways to do so calling it “the uncertain certainty” and tried to solve the baffling riddle of death (46), “the ultimate mystery” (60) – as the author suggests. 

	Then, it is also emphasized that Dickinson often personifies Death as a gallant lover and the passage from life to death is often presented as a pleasant carriage ride and an amorous liaison with this insistent lover (Ottlinger 49-50), yet, the most important point made here is that Dickinson never positions herself as inferior to Death and keeps ‘him’ at a distance (Ottlinger 50). In the author’s opinion, Dickinson has mixed feelings about and an ambiguous relationship with death by e.g. calling it “gay” and “ghastly” at the same time (Ottlinger 68). Although it is evident that Dickinson can be very naturalistic in her descriptions of the dying body, I do not agree with the following statement that she is most interested in the microscopic observation of the process since she is rarely interested in the body per se, she usually focuses on the spirit, the soul, the self, the consciousness etc., everything that is beyond the corporeal: “[w]hat she is most interested in is an almost clinical or microscopic observation of the physical shape of death, an examination of the bodily changes with an almost naturalistic precision.” (Ottlinger 69) However, the author also mentions that what is more important to Dickinson is that she thinks that through the dying experience one gets to a higher level of awareness and consciousness, and this is what she would like to grasp: “[s]he supposes that one attains a high level of consciousness at the moment of death and that the relationship between the eyes of the dying person and the eyes of the onlooker might help to solve the mysteries and uncertainties concerning death […]” (ibid). 

	It is also added that Dickinson is really after the “superior knowledge and wisdom of the dead” (Ottlinger 84), that is why she is returning to this topic again and again, and it is clearly stated later that Dickinson had an “intellectual” approach to death (Ottlinger 169), and that her poetry is full of “rebellious individualism” (Ottlinger 170). Additionally, it is also revealed that Dickinson did not harbor any religious beliefs and commitments – which is common knowledge and she often confessed it in her writing – so religion is excluded from the picture concerning death, she purely approached it with “metaphysical riddling and analytic genius” (Ottlinger 173). When detailing Dickinson’s vision of her own death it is emphasized that, within this experience, consciousness and perception get central stage as well as how these might change or not (Ottlinger 115). At one tiny point in the analysis, the author acknowledges about two poems that in those an “optimistic view of death as the gateway to visionary fulfillment” is depicted (Ottlinger 120), but more or less that is all about a positive approach to death in her interpretation. Thus, the overall conclusion and the main argument still remains that Dickinson never reaches her goal to get the precious knowledge she is after and she has to face her limitations while death still remains something undesirable and an unsolvable mystery/tragedy that is threatening and involves pain and suffering – according to Ottlinger. 

	Camille Paglia (2001) makes a rather surprising (yet viable) claim calling Dickinson “Amherst’s Madame de Sade” arguing that she is actually a female Sade endowed with a sadomasochistic imagination committing diabolical acts while her poems are posited as “womb-tomb[s] of Decadent closure” (410). Probably, Paglia refers to Dickinson’s cool intellectual approach and emotionless analytical ruthlessness in trying to understand everything (even death) while enjoying the suffering and the struggle of doing so by stating that “[t]he brutality of this belle of Amherst would stop a truck. She is a virtuoso of sadomasochistic surrealism” (ibid). Paglia even opines that, at one point, Dickinson “makes sharp Sadean comedy” out of how she ‘dropped her brain’ (411) – even if its is not concretely a case with death, its is still remarkable that she is capable of sadistic comedy to express a unique experience. Later, Paglia adds that “in the great “Because I could not stop for Death,”” there is a scene that is “boisterous” (415-416), and goes on analyzing death scenes which, in her interpretation, are described with cruel enjoyment as if making fun of suffering and bodily harm that is involved also including another famous death poem in this argument: ““I’ve seen a Dying Eye / Run round and round a Room” (416) together with several other examples. As a comic comment concerning another poem, Paglia remarks: “Dickinson’s death has gotten carried away with enthusiasm and added on lock after lock, like a stage magician or bank manager sealing the vault” (416) – as if an encounter with death was similar to a case when a silly Death, out of enthusiasm, was overdoing his job. It is evidently added that “Dickinson’s world is crowded with deaths, which she collects for her poetic archives” (416) as well as that Dickinson had a “notorious preoccupation with death” (426). 

	However, an even more important comment follows that “Dickinson gets her best black comedy from the graveyard” (Paglia 416), which clearly states that Dickinson is playing with the topic of death and that she is fond of black comedy, both of which are evident in her death poems. In Paglia’s opinion, Dickinson finds sadistic pleasure in how she uses sardonic speeches and expresses “rustic bluntness about birth and death” (416) in her writing, additionally, “Dickinson is a pioneer among women writers in renouncing genteel good manners. She cultivates knavish insolence” (417) as well as a “zeal for indelicacy” (418). In her letters she also displays a “witty flouting of decorum” (Paglia 418). The author defines Dickinson’s humor as “jarringly curt” (Paglia 417), while jokingly opining that “[i]f the Muses were to give this poet a heraldic crest, it would be an arm and hammer, as on a box of baking soda” (ibid). It is also added that even some of her “sentimental poems contain hidden ironies” (Paglia 420). According to Paglia, earl is Dickinson’s favorite title to refer to death as well as God – whom she ironically considers interchangeable – and “one of the poet’s jokes at the expense of a diminished God” (421). Yet, interestingly after all these considerations Paglia still declares that “Dickinson thinks of death as enforced passivity, agonizing impediment of movement. She dwells on the moment a person becomes a thing […] Mind, body, and gender have gelatinized. Dickinson’s death is a great neuter state.” (426), which contradicts everything what she argued for so far as well as her next claim: that “Because I could not stop for Death,” is “parodic” (ibid). Paglia concludes that “Dickinson’s cynical surrealism is unparalleled among great women writers” (428) while death in Dickinson’s poetry is a “collision between time and eternity” with “a transfiguring glamour,” which she also addresses with “ravenous curiosity” (436). 

	Elise Davinroy, in her study entitled “Tomb and Womb: Reading Contexture in Emily Dickinson’s “Soft Prison”” (2006), interestingly consecrates very little time and energy to death itself, and even when she does, she does not do it in the context of the poems but the lived experience of the death of loved ones and how Dickinson wrote about that in her letters. The whole article focuses much rather on Dickinson’s epistolary historiography and (auto)biography and only discusses some poems sparingly. The topic of death appears only for a brief period of time, and it is interpreted as something undoubtedly negative, the idea of freezing is connected to it as even the living are frozen by the tragedy of the death of loved ones as if being paralyzed by grief. Alexandra Socarides (2008) goes into quite much detail about the poem concerning Emily Brontë’s grave but surprisingly she focuses on almost everything else – and especially the role of ‘Or’ in changing meanings – than death itself. However, eventually it is claimed that, for Dickinson, the “epistemological conundrum” of death was the most important and she tried to work around that idea, also adding that the fracture and the interruption that death causes is the central issue for Dickinson instead of a formal closure; and although the author does not mention anything about humor, she also highlights that Dickinson was thinking about death-rebirth cycles all the time (Socarides 318). 

	In spite of the fact that most scholars concentrating on Emily Dickinson ascertain that she approached the topic of death in a tragic fashion, there is a growing number of researchers who have focused on her humorous output and included her in the works written on women and humor/comedy. In the following part I would like focus on the works of humor theorists, who concentrated on women’s use of humor, and how they included Emily Dickinson within their argument. One of the first such scholars was Nancy Walker. In A Very Serious Thing. Women’s Humor and American Culture (1988), she argues that the reason behind the absence of women’s humor from anthologies and critical studies is the same why there were not female composers or scientists (ix). She even declares that “women aren’t supposed to have a sense of humor,” it was to be read in studies – certainly written by men – that “women were incapable of humor” (ibid), later she states similarly that “women have been officially denied the possession of – hence the practice of – the sense of humor” (Walker 8). She also adds that women humorists especially had to work hard “to be taken seriously as an intellectually capable person” and “to prove to the “Dads” of the world” that women are able to recognize and understand absurdities and they are also capable of communicating it to others in a humorous manner (Walker 6). In Walker’s opinion, a female humorists is dangerous, and an anomaly, exactly because she “confronts and subverts” the power structure that keeps women (and other minorities) oppressed and powerless thus taking an enormous risk because she might alienate those “upon whom women are dependent for economic survival” (9). In an ironic mode Walker also highlights this fundamental absurdity by stating: “America’s female humorists have demonstrated an awareness that they were writing humor in the face of a prevailing opinion that they were not capable of what they were in fact, at that moment, doing” (x). 

	Evidently, Walker identifies, together with e.g. Anne Bradstreet, also Emily Dickinson as a prominent humorist in American culture (xi). Walker points out that Bradstreet as well as Dickinson both wrote humorously about e.g. “self-definition and cultural constraints,” although she does not name death as a specific topic, yet even more interestingly and importantly, Walker claims that for these women the “primary mode is humor” (xi), so they are basically humorous writers. Walker also cites Constance Rourke arguing that “within the American comic spirit” evidently the “prevailing masculine genius” ruled, yet, Emily Dickinson was the only woman writer who was “in a profound sense a comic poet in the American tradition” (Rourke 209-10 cited in Walker 22). Rourke affirms that Dickinson looked at the whole universe in a way that was “comic in its profoundest sense” and she had an “ironic vision of life” that is a proof of Dickinson’s ability to stand apart, to reject the genteel tradition and to definitely refuse to be defined by it, additionally, she was “impertinent” and dared to pose challenge with her questions (Walker 22). 

	Although Audrey Bilger (2002) basically discusses 18th century English women writers such as Jane Austen but her claims concerning women’s humor (also in the following century) and why it was forbidden is revealing concerning the age and culturally there were overlaps between the UK and the US from this point of view. For example, Bilger declares that “women and comedy were both seen as potentially disruptive to the social order” (15), evidently suggesting that the combination of the two was viewed as explosive. She also states that “conduct-book writers” (mostly men) made definitive efforts to “suppress women’s laughter and humor” because it was dangerous since it could break down hierarchies and irritate the dominant classes; and as a “threat to the social order” women’s humor and laughter were also “seen as a menace to society’s very foundations” (Bilger 16). In her argument (similarly to various other scholars), the ideal humorist was conceived as a man, and if a woman attempted humor she was considered to be aggressive and sexually active adopting a “masculine mode of behavior” which evidently resulted in only “false humor” since she could not produce ‘real’ humor (Bilger 19). 

	Proper femininity was considered to be “antithetical to the critical spirit of comedy” because humor/comedy was against subordination, it was a sign of noncompliance as well as disruption (Bilger 21). By the early 19th century, a rebellious female was “a contradiction in terms” because the idealized domestic order was heavily reliant on “women’s complicity for its survival” (Bilger 22). James Fordyce, as an example, openly declared that a woman cannot get a husband if she is witty because men do not like to be criticized and cannot feel “safe” next to such a woman (ibid). What is another still prevailing belief was also that the laughter of the woman had “sexual connotations;” if a woman laughs, she knows more than she should as “laughter reveals an active understanding that belies innocence” (Bilger 23). Delia Chiaro and Raffaella Baccolini, in their edited volume entitled Gender and Humor. Interdisciplinary and International Perspectives (2014), still opine that what funny women do is still “against the status quo of female behavior,” and these women challenge “an unwritten law of female demeanor” (8). Sabrina Fuchs Abrams, in Transgressive Humor of American Women Writers (2017), also argues that humor is traditionally associated with aggression, intellect and sexuality, that is why is largely “inaccessible to women” and “The Cult of True Womanhood” within America evidently emphasized that the ideal woman was against all this (2). 

	Fuchs Abrams also adds that female empowerment is connected to humor and wit while female freedoms as well as power are always seen as “a threat to the existing patriarchal power structure” (2). More importantly, Fuchs Abrams utters what is behind all of the restrictions concerning (humorous) female behavior: i.e. “[l]augther can be seen as castrating and emasculating, a sign of intellectual and sexual potency” (ibid). She concludes that “[h]umor is hot, and American women of wit are especially hot […]” (Fuchs Abrams 12). Evidently, the Victorian ideal of the “angel in the house” or the American true woman was an asexual, humorless being who was greatly defined based on the writing of Gregory, Fordyce and Gisborne (Bilger 24). The “potency of female laughter” was viewed as “unfeminine” and was absolutely denied to the domestic woman (Bilger 25). As a result, Dickinson had to be very careful with humorous communication otherwise she would outlaw herself, however, she evidently could not restrain herself and her wit was/is revealed again and again in her writing. 

	Regina Barreca, in The Penguin Book of Women’s Humor (1996), also argues that if a woman uses humor, her femininity will inevitably be called into question (2). She is also of the opinion that women’s humor questions “the accepted wisdom of the system” as well as challenges the social forces that “keep women in “their place”” (Barreca 1996, 1). She argues that humor can rise out of intelligence, courage, insight and a sense of irreverence (Barreca 1996, 3) – all of which are generally considered masculine qualities and male privileges. Barreca also highlights (in 1996) that the research on women and humor has only “lately been brought to the front of the line […] to receive its much deserved attention” (4) – so focused attention and a professional/academic/scholarly research concerning women’s humor is only about 30 years old, hence, evidently not many scholars considered the use of humor central when dealing with Emily Dickinson as well as her poems about death. Nevertheless, Barreca also lists Dickinson among the most significant humorous woman writers (ibid). She also adds that women often use humor to retell stories that once might have been painful, but humor helps to redeem the pain (Barreca 1996, 5). 

	It is also mentioned that women’s use of humor “sometimes make men nervous” (Barreca 1996, 6) emphasizing why humor use is still considered something women should not do. Molly Ivins is cited saying that “a surprising number of men are alarmed by the thought of a witty woman” and a woman’s humor is called “ball-busting” (Barreca 1996, 7) – and all this even in our days, so women during earlier centuries had to be even more constrained in their use of humor. One of Margaret Atwood’s anecdotes is also cited, namely that she asked a group of women at university how they feel threatened by men, they listed such things that being beaten, being raped or killed by men; while a group of men answered to a possible threat by women that they were/are afraid that “women would laugh at them” (ibid) – this tells a lot about power structures. However, what is even more important for our current issue at hand is that, according to Barreca, “[w]omen’s humor is not for the fainthearted or the easily shocked” (1996, 9), which is evidently relevant concerning Dickinson’s joking about death. And while we still do not know whether Dickinson was really not afraid of death or just tried to tame/disempower it through humor but Barreca’s claim is still fitting that “humor allows you to have a perspective on an otherwise potentially overwhelming prospect” (ibid), hence to humorize about death can be helpful either way. Barreca closes her argument by stating that women who use humor “are no angels, as Mae West once put it,” however, they evidently see the world and all of its absurdities, injustices and imbalances “from a perspective infinitely instructive, irreverent, and enlightening” (1996, 10). So does Emily Dickinson when/how she sees life from her comic perspective on death. 

	Barreca, in her preface to Peter Dickson et al.’s 2013 edited volume on women and comedy, also repeats that humor has the potential to redeem a troublesome situation that might be lost to negative emotions otherwise (xiv). Hence, the use of humor concerning death is again shown as something possibly beneficial. Here, she also points out that the reason why humor is considered “unfeminine” is that traditional concepts of femininity are linked to fragility and delicacy while the world of humor is “demanding, competitive, and undignified” sometimes even “nasty,” where the “[f]ailure of nerve is not an option” (Barreca 2013, xv). In fact, Emily Dickinson does not seem to lose her nerve when writing about death. Barreca also states that “[h]umor is life with its pants down” and when women do the pulling it is doubly obscene (2013, xvi) – probably this is why hardly anybody ever considered that Emily Dickinson might be joking about anything, let alone death. 

	In the same book (2013), the editors also claim in their introduction (that they funnily entitled Dorothy Parker’s Headache because Parker as one of the most acclaimed humorous woman writers in the US was not able to define what humor meant to her because she always got a headache when trying to do so – also pointing towards what many scholars have declared that humor is easier to be done/imitated than to theorize or analyze it) that comedy “has the potential to influence what and how we know (epistemology), who we are (identity), and what we do (agency)” (Dickson et al. xxiii). This indicates what John Morreall and Simon Critchley also theorized about: the serious ontological as well as epistemological aspects of humor, which all reveal why Dickinson’s humorous treatment of death is a spectacular mode of highlighting (existential) questions also concerning life, existence, selfhood, identity and cognition. Dickson et al. also highlights why humor is powerful i.e. it is able to trigger a cognitive shift, create a conscious awareness of a given issue, make people see contrast or discrepancy, so it is “a potentially forceful act of social critique” and can create new meanings, and that is power (xxvii). 

	At this point, a very unique book has to be mentioned that is out of print and it needs real bravado to get hold of an existing copy, yet, exactly because of its specific topic, it is to be discussed: Comic Power in Emily Dickinson by Suzanne Juhasz, Cristanne Miller and Martha Nell Smith (1993). This book is a real gem, that is why it is hardly understandable why it is out of print and so difficult to get a copy. In this book, the authors set out on a journey to present us the comic Emily Dickinson. Although, they are not scholars of humor or comedy per se, they manage to provide great insights into the workings of humor and comedy, and also explain why Dickinson was generally not viewed as a comic author while this potential was in her writing throughout. They start accordingly with the following sentence: “[a]lthough Emily Dickinson was a noted wit in her circle of friends and family, and although her poetry is surely clever, frequently downright funny, and, as we shall argue, throughout possessed of a significant comic vision, criticism has paid little attention to her humor.” (Juhasz et al. 1) They also state that this is the first time that somebody dedicates an entire scholarly work to the comic aspects of Dickinson’s vision and oeuvre (ibid). However, they are certain that “Dickinson teases, mocks, even outrages her audience in ways that are akin both to the gestures of traditional comedy and to specifically feminist humor” exactly because she protests against the (social) conventions that constrain her as a woman and hinder her intellectually (ibid). 

	In line with the concepts of humor, the authors ascertain that Dickinson “offer[s] a transforming vision of the world” through her comic overarching vision and not through the standard idea of “Dickinson the tragedienne” even if they do not claim that there are no tragic elements in her art either (Juhasz et al. 1-5). They even claim that Dickinson often has “clever jingly rhymes” in her funny poems (Juhasz et al. 16), which is significant because this is a specific aspect of her humorous poems that they sound like the children’s rhymes that they sing and chant while playing in the playground as an example. They also add that Dickinson often mocks conventional religious beliefs and not even sublime subjects, not even God, are exempt from her comic attacks (Juhasz et al. 18). It is also claimed that Dickinson creates ridiculous visions e.g. by elevating trivial issues into importance (which is again typical of humor in general), often mixing up/switching “high” and “low” or she creates “cartoon-like depiction[s]” (Juhasz et al. 20-22). It is also argued that “excess and grotesquerie” are typical of Dickinson and that she often goes “too far to be taken completely seriously” (Juhasz et al. 24-25). They even add about the darkest poems that frequently “the horror crosses that peculiar psychological line where it becomes funny, or at least humorous” (Juhasz et al. 25). They opine that Dickinson creates a carnivalesque escape from the ordinary while also providing rebellion, and it is even suggested that what she is doing can be interpreted as camp because “Dickinson’s comic vision destabilizes, subverts, and reimagines cultural situations” (ibid). 

	In spite of all this, the chapter entitled “The Big Tease” by Suzanne Juhasz first surprises the reader because it does not seem to view the treatment of death in Dickinson’s poetry in a comic way. It basically argues that Dickinson is a teaser, with all of the sexual connotations of this word’s meaning, and that Dickinson uses the strategy of teasing as an attack against patriarchal rule (Juhasz et al. 27). Juhasz argues that Dickinson is often “a naughty little girl” or a “bad little girl in action” when she tries to challenge those in power positions (34). Eventually, the theme of death in Dickinson’s poems is discussed by Juhasz in a way that it is something natural and there is nothing extraordinary about it, yet, she does not concern herself much with this issue. She only claims that even the most serious issues such as death are approached through the pose of the tease (Juhasz et al. 40, 47). Juhasz declares that “Dickinson’s poems about death scrupulously unravel its meaning from those definitions already in existence” while also claiming that the poems about death are usually intertwined with the theme of love, so they are love/death poems also involving tease, thrills and eroticism, Death is usually a lover (47). It is also suggested that Dickinson loves the danger in these situations and poems, she enjoys the dangerousness, and according to Juhasz, some of these poems “are even funny” (48). At one point, Juhasz tries to differentiate between various death poems by saying: “[o]ne death brings nothing, and that is tragedy; the other death brings transformation, and that is comedy” (59). Ultimately, however, Juhasz is still concerned with the tease closing her argument by claiming: “Dickinson’s tease is her agency toward power” (62).

	Martha Nell Smith’s chapter is entitled “The Poet as Cartoonist.” Smith argues that Dickinson occasionally moves beyond her ironic wit into more radical realms associated with cartooning (Juhasz et al. 65) while Dickinson is said to have a “cartoon-like writing” style which makes the stories “less and more horrifying” at the same time as she humorously narrates them (89). Smith is convinced that Dickinson uses laughter as a form of aggression and means to turn the world upside down with it by “recognizing its social power,” in the meantime, allying laughter and play “with holy callings” (90). However, surprisingly, Smith does not seem to concern herself much with death either and mentions likewise that death is usually a gentleman caller or suitor, even suggesting that in the “Because I could not / stop for Death” poem there is a “threesome” with Death and Immortality (93) and that Dickinson is often “sexily suggestive” (96). The chapter by Cristanne Miller, “The Humor of Excess,” argues that “Dickinson is mistress of excess and of the grotesque” because with her “exuberance” and “weirdness” she goes too far (103). Miller ascertains that “Dickinson was the only woman of her day to make use in her own writing of the ‘blackly humorous images’” of the popular press of the times (106). Miller argues that Dickinson anticipates camp with her “radical cultural subversiveness,” exuberant amorality, violent humor and her “humorous extravagance, excess” as well as grotesquerie (ibid). 

	Finally, Miller focuses more on the theme of death arguing that serious topics such as death are often presented with such narrative perspectives or tone or expressions or metaphors that are “at odds with the expected tone” hence the result is humorous (108). Miller discusses “I like a look of Agony” by revealing “multiple ironies,” and the “macabre humor” is the result of the mixing of suffering and humor, which, according to Miller, makes the latter more visible (108-109). Yet, Miller also highlights that Dickinson’s humor, especially in connection with death “is not apparently funny” and there is usually not “overt comedy” in them, yet, they are still there and should be “dissected” (112-113). Miller eventually states that “after noting the humorous potential of these poems, one is forever caught between their possibilities for interpretation, forever disrupted” (114). However, even more importantly, it is added that purely comic delight or sheer pleasure are never possible with Dickinson because the grief, suffering, anger, fear etc. are also there. Miller emphasizes that “these are not funny poems” (emphasis is Miller’s, 115) in spite of their humor. Miller also cites several sources that confirm that women were not supposed to be funny, and publicly it was doubly denied to them, because it violated propriety and “‘good’ girl or womanhood” that is why, according to Miller, Dickinson often even deconstructs the female body with her humorous excess by showing “resistance to dominant constructions of gender” (118). Eventually, they close their book by declaring that Dickinson was wild, shrewd, bold, used slapstick and camp, she had a “brazen humor,” and after all, “Emily Dickinson the comedienne is […] the same poet as Emily Dickinson the tragedienne” (Juhasz et al. 140). In their evaluation, Dickinson “re-sturctures the world,” creates a new order with her comic vision that is made alive by her “linguistic pyrotechnics” and her comic power that carries “a transformative magic” (ibid). 

	Eventually, Eleanore Lewis Lambert wrote an article entitled “Emily Dickinson’s Joke about Death” in Studies in American Humor in 2013, attempting to shed light on Dickinson’s unorthodox approach to death. Although this study is a great examination of the issue, only a few of the poems are taken under scrutiny, however, except for two, not even the most important or most prominent ones are under scrutiny. Additionally, Lewis Lambert connects Dickinson’s handling of this subject matter to Shakespeare, which might be a viable way but quite much attention is paid to this possibility that diverts the attention from the real impact of what Dickinson was doing with this issue. According to the author, “the pairing is the tension of pain or grief and the detachedness of a cosmic vision” that can be witnessed in Dickinson’s death poetry (Lewis Lambert 7). She also adds that the jokes in Dickinson’s poetry are “always scarcely detectable, always subtly embedded” (ibid); as a result, these poems usually “will not likely seem humorous after a first reading […] however, the surface bleakness in many Dickinson “death” poems often shrouds their humorous core.” (Lewis Lambert 8) Probably, that is why so many scholars insist on Dickinson’s tragic vision about death in general because they do not look under the seemingly grim surface. Lewis Lambert emphasizes Dickinson’s tendency to surprise us and make us see the incongruity and the absurdity – and consequently the joke – by inserting some very mundane and undignified element into an apparently solemn narration: “[j]ust when we are sure that one of her poems is solemn in tone, Emily Dickinson slips in some cartoonish image (like bumping one’s head on a tree) or some incongruous claim” (ibid). 

	Lewis Lambert is also of the opinion that, for Dickinson, death is not something tragic and finite, but it is a possibility for change, for transformation, for entering a new level of awareness etc., it is always associated with ““immortality,” “eternity,” or “resurrection”” (ibid). It is never about ceasing to exist, it is always much rather an adventure for something better and exciting. As Lewis Lambert identifies, Dickinson achieves the humorous effect by incongruous matches of ideas, light detachment in treating serious subjects such as death and defying the reader’s expectations (ibid). She even goes so far as to state what I have also suggested that Dickinson was actually ‘naughty’ and ‘cheeky’ in her poems (especially about death): “[i]n Dickinson’s poetry, cheer and mischief statistically outshine bleaker topics” (Lewis Lambert 9). It is also argued that Dickinson used the word death in a playful, flexible, lighthearted, broadminded, and even in a cheerful or mischievous manner (Lewis Lambert 9, 23, 28). Although it is true that she was not trivializing the experience, it had weight, yet, she never allowed it to crush her: “[i]n maintaining a balance of gravity and levity, Dickinson’s special brand of humor both respects death’s solemnity and celebrates its relative insignificance” (Lewis Lambert 9-10). 

	Martha Nell Smith is even cited suggesting that Dickinson used “cartoonish” images and was often “cartooning” in her poems visually as well as verbally (Lewis Lambert 13). About the famous “Because I could not stop for Death –” poem Lewis Lambert claims that its tone is “dainty” and it has a “staccato-rhythm” (16) – which again lends the poem a light and hilarious air. Evidently, this poem is called a “romantic carriage ride” with Death, and the rhythm of the poem imitates the movement of the carriage, according to the author, while Death just drops Dickinson off at a graveyard as if it was a bus stop towards wherever she wanted to go; and most importantly Lewis Lambert declares that: “[n]ot being able to “stop” for death therefore suggests that Dickinson’s “death” is not a full stop ” (16-17) – so she does not let even Death stop her at anything, she is too busy and has more important things to do than to die. In the part about Shakespeare’s use of humor in Anthony and Cleopatra (an alleged favorite of Dickinson), Lewis Lambert argues that “poetic humor” is typically produced by ambiguities, baffled logic, contradictions and all these “woven into short, compact, elliptical sentences, quite like many Dickinson poems” (26) – all of which cannot be debated since Dickinson wrote such sentences and with such techniques. Lewis Lambert closes her argument by stating that death for Dickinson is only a mode of transformation for a fuller life: 

	Life on one level of awareness must be nullified, must die before a new version of life may be a bliss. In its metaphorical guise, Dickinson’s “death” is the junction point where apparent loss makes way for fuller life. Death is but the faltering of logic; it is but a joke mimicking separation. Dickinson’s death poems incongruously pair the theme of apparent loss with a cheerful undertone. Such is the mutual foil of tension and elasticity. Beneath the tensions of hard sorrow lies an elastic tissue of soft humor. (29)

	In this last part, I would like to highlight some poems and point out the humorous aspects, only that because the full analysis of each poem would take up too much space. Just as well, all of the poems dealing with death cannot be examined here because of the scope of the paper but I would like to include some extraordinary specimens from the point of view of the comic in Dickinson’s approach towards death. 

	 

	(Fr 448)

	I died for Beauty – but was scarce

	Adjusted in the Tomb

	When One who died for Truth, was lain

	In an adjoining Room –

	 

	He questioned softly “Why I failed”?

	“For Beauty”, I replied –

	“And I – for Truth – Themself are One We

	Brethren, are”, He said –

	 

	And so, as Kinsmen, met a Night

	We talked between the Rooms –

	Until the Moss had reached our lips –

	And covered up – our names –

	 

	In this poem, Dickinson is talking about the state of death as if she was just waiting in the parlor of a friend and another acquaintance also arrives and they start to talk to each other. Dickinson makes fun of being new to the grave by drawing a parallel between this state and as if she was just new to an everyday situation and trying to kill time and make it pleasant by elegant conversation. It is also funny that she calls the tomb next to her a room as if being in a hotel, or (again) being a guest at a friend’s house and she just starts to get acquainted with the person placed in the next room. She also ridicules the idea of elegant or genteel conversation because they talk about why and how they died, and as it is revealed, both of them died for high ideals/standards and sentimentality (both of which she detested because of being superficial), the new acquaintance immediately cries that we are brethren then – such sudden familiarity was out of the question according to the rules of society, especially between a man and a woman, although, Dickinson often switched genders/sexes in her various personae, so here, she might be a male or a hermaphrodite etc., still it is a mocking situation. The ending is especially hilarious showing how we are helpless against the working of nature because although they were engrossed in their conversation, nature simply prevented them from continuing it by covering up their lips with moss, literally shutting them up and also erasing even their memory because their names were also covered up by the moss, so they drifted and vanished into the infinite, into eternity – and Dickinson is just fine with it. 

	 

	(Fr 339)

	I like a look of Agony,

	Because I know it’s true –

	Men do not sham Convulsion,

	Nor simulate, a Throe –

	 

	The eyes glaze once – and that is Death –

	Impossible to feign

	The Beads upon the Forehead

	By homely Anguish strung.

	 

	This poem is one of the most famous ones in Dickinson’s oeuvre and sometimes researchers are baffled by Dickinson’s impertinence, but this is exactly that creates the surprise and incongruity that makes it humorous. Again she is not terrified of death and she is not interested in the horror of the event, she much rather concentrates on what a great experience it is because it is true, because it is a situation where you cannot act, pretend or show off, and that is the beauty in it. She admires the dying experience as if it was something exquisite, a really elevating experience of purity/purification where the dying person is almost crowned by gems and pearls that are the reward for this final act of bravery, as if it was a medal of honor. Dickinson, with these associations and images as well as the playful rhythm, makes fun of the whole experience and turns it into a travesty with her insolence: she refuses to be terrified into submission and dread by religious and/or civic/secular authorities. She much rather posits it, in a comic turn of events, as a great fight and the dead person as the winner. 

	 

	(Fr 648)

	I’ve seen a Dying Eye

	Run round and round a Room –

	In search of Something – as it seemed –

	Then Cloudier become –

	And then – obscure with Fog –

	And then – be soldered down

	Without disclosing what it be

	 

	’Twere blessed to have seen – The next poem is also one of the best-known ones among Dickinson’s poems at large but in connection with death specifically. Its rhythm also attests to playfulness and lightness as if she was dancing. Additionally, it is full of movement and dynamism. The eye, Dickinson used metonymy and synecdoche abundantly, is actively searching for something – the dying moment is presented as something eager, active and positive. The person wants knowledge and information and even though when the eyes become clouded, Dickinson is still certain that s/he found what s/he was looking for and this cherished knowledge is locked in the dead body for us who stay here, but the ‘person/spirit/soul/whatever entity’ who left (the physical body behind) took that knowledge with him/her. Dickinson ascertains that this being is blessed and lucky because s/he reached that superior knowledge that Dickinson herself so much envied from the dead. Maybe, she developed her eye problems exactly because she wanted to see (i.e. to know and understand) everything so much that she exhausted her seeing capacities within the human realm. 

	The next poem I would not like to quote or discuss in full length, only the beginning, because it is exceptionally hilarious:

	 

	(Fr 1100)

	The last Night that She lived

	It was a Common Night

	Except the Dying – this to Us

	Made Nature different

	[…]

	 

	Here, Dickinson is cheeky enough to situate the event of someone’s death as if it was a nice summer evening, people enjoying themselves on the porch, and then she quips that it was an average night, oh sorry, except the dying. She talks about the dying as if it was not a special occurrence, as if only a mosquito was swapped on the wall of the porch making a slightly inconvenient glitch in the evening. Another interesting moment is that Dickinson depicts the concrete dying as if the person just bent down to a brook to drink a little water, then, “consented” (Fr 1100) and died – it is important that the person had a choice, death did not just happen to him/her but s/he agreed to it. So, death is presented as something that we can decide about (at least to some extent) and not as an evil tyrant who grabs us whether we want it or not. And while it is true that Dickinson calls it an “awful leisure” (Fr 1100) that followed the event for the living (she also often used paradox and oxymoron), she still calls it a leisure what they felt after it as if it was a release of tension and expectation, so, something positive. Thus, she again mocks the whole situation. 

	The next poem I do not indent to quote and discuss in full detail either due to length, I would only like to highlight the last stanza because she describes the dying experience gradually but with associations of the setting sun or the falling dusk etc. – so not basically anything frightening or sad:

	 

	(Fr 715)

	[…]
How well I knew the Light before – 

	I could see it now – 

	‘Tis Dying – I am doing – but

	I’m not afraid to know – 

	 

	Again, the dying experience is connected to seeing, and it is Dickinson’s own dying (that she envisioned several times). The point of death is seen as a revelation, a cognitive triumph of finally knowing… Additionally, Dickinson openly declares that she is not afraid of this whole experience. It is also a quite comic rendering that after all those nice images of walking in the setting sun etc., she just declares that something is a bit amiss, oh yeah, I get it know, I am dying but it is all right. 

	The next poem is again one of the most well-known, analyzed and discussed ones; and at the same time, one of the most irreverent, shameless, playful and hilarious ones (these latter claims are not frequently highlighted):

	 

	(Fr 479)

	Because I could not stop for Death –

	He kindly stopped for me –

	The Carriage held but just Ourselves –

	And Immortality.

	 

	We slowly drove – He knew no haste

	And I had put away

	My labor and my leisure too,

	For His Civility –

	 

	We passed the School, where Children strove

	At Recess – In the Ring –

	We passed the Fields of Gazing Gram –

	We passed the Setting Sun –

	 

	Or rather – He passed Us –

	The Dews drew quivering and Chill –

	For only Gossamer, my Gown –

	My Tippet-only Tulle –

	 

	We paused before a House that seemed

	A Swelling of the Ground –

	The Roof was scarcely visible –

	The Cornice – in the Ground –

	 

	Since then – ‘tis Centuries – and yet

	Feels shorter than the Day

	I first surmised the Horses’ Heads

	Were toward Eternity –

	 

	The rhythm of this poem is especially astounding since it is similar to those of children’s rhymes – the ones that they chant while jumping around in the garden. This evidently evokes a comic and light-hearted setting for the whole event. The first line is already rather disrespectful in a comic manner claiming that I was so busy that I did not have time to die; yet Death – who is depicted as a gallant suitor – was kind enough to spare time to pick me up. So, in a joking manner, she talks about death as if something she did not care about, yet since it is an inevitability, she accepted it just to get over with it quickly, after which she plans to go on with her own business. 

	Another daring idea is that she connects death with marriage, since evidently this pleasant carriage ride is not only an analogy of death but also another rite of passage from one state into another one: from maidenhood into mature womanhood. It is biting criticism if Dickinson assumes that to get married is to die, so it is also a satire of the wedding ceremony/wedding night. It is often highlighted that Immortality is in the carriage with them, but as it has already been argued, Dickinson always included this possibility in connection with death, she always negated the idea that death was something that ended everything. She was convinced that she will not die but to continue in another form, so she will be immortal. The encounter with death is a pleasant carriage ride, and it appears that he is a good driver too (it is not an insignificant aspect). It also has an erotic charge that Dickinson emphasizes that he did everything slowly, did not hasten or force her, so evidently she was willing to put away all the tasks she was doing and enjoy the moment with him. 

	As they travel, she also registers the sights and what she sees people doing while passing them and everything is fine, everybody is doing his/her job, minding his/her business – so there is nothing extraordinary about it. Associations about the wedding (as well as its night) are again strengthened by the clothes she mentions wearing, because they are evidently wedding/bridal clothes (that are always thin and delicate), although she approaches the question from the point of view of cold that, as the night drew in, she stared to feel cold because she had special, light and fancy clothes on in stead of proper warm ones. Eventually, they reach their destination, their new house where her husband took her, but as it turns out, it is a grave. It is rather comic again that her only problem seems to be that it is too small. But another surprise is dropped by nonchalantly mentioning that now it has been centuries, so this whole travel/adventure evidently turned out to be fine, and as she is still talking about it, it is evident that she is/turned immortal and Death just took her to a gate or a door to another stage in her existence, and where she is now is great and enjoyable because it seemed to be only a minute. Hence, the whole poem is a joke. 

	 

	(Fr 340)

	I felt a Funeral, in my Brain,

	And Mourners to and fro

	Kept treading – treading – till it seemed

	That Sense was breaking through –

	 

	And when they all were seated,

	A Service, like a Drum –

	Kept beating – beating – till I thought

	My Mind was going numb –

	 

	And then I heard them lift a Box

	And creak across my Soul

	 

	With those same Boots of Lead, again,

	 

	Then Space – began to toll,

	 

	As all the Heavens were a Bell,

	And Being, but an Ear,

	And I, and Silence, some strange Race

	Wrecked, solitary, here –

	 

	And then a Plank in Reason, broke,

	And I dropped down, and down –

	And hit a World, at every plunge,

	And Finished knowing – then – 

	 

	In this poem, Dickinson creates an entire travesty out of a funeral. It is her own funeral, so she creates a comic inversion by narrating her own death – which is rather uncustomary, thus surprising and comic. She also mocks the rituals and how people behave when mourning the deceased. She jokes about how they move around, how they seat themselves, how the bells are ringing, what is said or sang – and evidently all this irritates her. She reacts as if it was just an unnecessary and idiotic burden for her and can hardly wait to be done with it. Then, even how the coffin is carried does not suit her because it creaks, she just would like to be left alone. The many noises around her disturb her as well, she just would like silence etc. – all this is comic since through the various incongruities everything is presented in a new light, which is contrary to our existing preconceptions. In the end, she also likens her experience to be placed in the grave as if she was a bouncing ball and she is really happy when, finally, she is ‘out of there.’ Additionally, the rhythm of this poem is also extraordinary as it projects/evokes a skipping and sprightly movement, while if read aloud, it is easy to rap it (to the puzzled and surprised looks of students in a class). Obviously, Dickinson was joking with the whole situation because she tried to create a cognitive shift in our minds with almost every move she made. And her emphasis on self-reflection combined with the imaginary experience of death is starkly contrasted to an earlier tradition in American culture that promoted the sentiment of affection as a rule of thumb in human relations. (Cf. Vajda 2012; 2013; 2017) 

	Another extremely well-known and acknowledged poem is the blue fly death poem, this synesthetic idea is again ridiculous – instead of a solemn and dignified moment of somebody passing we are disturbed by a very mundane and irritating fly – quite probably Dickinson consciously wanted to make fun of the whole experience, additionally, it is her own death again – so, comic reversals abound due to surprising twists.

	 

	(Fr 591)

	I heard a Fly buzz – when I died –

	The Stillness in the Room

	Was like the Stillness in the Air –

	Between the Heaves of Storm –

	 

	The Eyes around – had wrung them dry –

	And Breaths were gathering firm

	For that last Onset – when the King

	Be witnessed – in the Room –

	 

	I willed my Keepsakes – Signed away

	What portion of me be

	Assignable – and then It was

	There interposed a Fly –

	 

	With Blue – uncertain stumbling Buzz –

	Between the light – and me –

	And then the Windows failed – and then

	I could not see to see –

	 

	In this poem, Dickinson cruelly ridicules all of our expectations and provides us with novel and unexpected actualities concerning death since humor arises out of the discrepancy or incongruity between expectation and actuality as Morreall and Critchley have both theorized. She absolutely brings it all down to earth – after all “[h]umor is life with its pants down” (Barreca 2013, xvi), taking away all of its possible dignity. With such a vulgar thing like a fly even irritating somebody when dying while that person would have more important things to do than paying attention to a superfluous and insignificant incident Dickinson is evidently joking; yet this occurrence/phenomenon is very determined, strong, vigorous and insistent – somewhere the very embodiment of life with all of its inconveniences. Ironically, there is a certain beauty in the idea that there is this blue and floating vibrato oscillating between life and death.

	The reference to Jesus Christ or God or any other Supreme Being is also turned upside down and inside out in a comic manner when Dickinson prepares us, in the set-up part of the joke, to meet “the King” probably referring to ‘the Creator,’ then, it is stated that she signed her will, there is the procedure of farewell going on etc. Then she has the cheek to say that “and then It was” (with a capital I) as if we reached the final moment, she dies and meets the Lord, something glorious comes, and all of a sudden she quips in the punch line: “There imposed a Fly – ” What a joke! However, after this surprising intervention really comes the expected moment, yet after this interlude, its grandiosity is taken away, and probably this is exactly what Dickinson wanted to do. Another interesting suggestion about the signature (which is probably a reference to signing her will) is that it might be a contract with Death, so consent is not out of the question as if she, again, had a say in what she wanted and she agreed to be taken away, it did not just happen to her because she signed the agreement. 

	As a last example, I would like to quote a poem about death that even includes Santa Claus, which, as a result, cannot be taken as a serious one:

	 

	(Fr 344)

	‘Twas just this time, last year, I died.

	I know I heard the Com,

	When I was carried by the Farms –

	It had the Tassels on –

	 

	I thought how yellow it would look –

	When Richard went to mill –

	And then, I wanted to get out,

	But something held my will.

	 

	I thought just how Red – Apples wedged

	The Stubble’s joints between –

	And the Carts went stooping round the fields

	To take the Pumpkins in –

	 

	I wondered which would miss me, least,

	And when Thanksgiving, came,

	If Father’d multiply the plates –

	To make an even Sum –

	 

	And would it blur the Christmas glee

	My Stocking hang too high

	For any Santa Claus to reach

	The Altitude of me –

	 

	But this sort, grieved myself,

	And so, I thought the other way,

	How just this time, some perfect year –

	Themself, should come to me –

	 

	This poem, even though being about death, concentrates on everything else than this fact. Dickinson narrates the events around her as she is carried into the cemetery – because, of course, she is again dead to create a mirthful effect –, thus, it is again much rather a journey or an adventure not something that terminates everything. She contemplates how beautiful everything is in the fields, how the grains are to be gathered, together with the fruits and the pumpkins later on etc. She even listens to how the tassels of the corn are making their specific sound and it triggers pleasant associations in her. She likes it so much that she would like to get out of the coffin and have a walk in the meadow, probably also smelling flowers, but a next punch-line comes after the set-up, that something held her will – she is wondering why she cannot get out when realizes, oh yeah, I am dead. We (the readers) were also so engrossed in the nice sights (of the set-up part of the joke) that we also forgot it even if she already starts the poem with this declaration. 

	Then, she just shrugs her shoulders and continues with how life goes on and recounts the events witnessed, after the summer comes the fall then the winter etc. with all their tasks and celebrations. However, when she gets to Christmas she makes that joke that she hopes the general merriment of the holiday will not be disturbed by the fact that her stocking will be hung too high for any Santa Claus to be able to reach it – evidently forcing us to comically envision a hapless Santa struggling to put something into her stocking and not being able to do so. Yet, she suddenly changes her mind and dismisses the presents as unimportant and adds that a more important gift is that everyone will follow her and they will all meet again when all of her loved ones will have their time come. She makes this final joke that the perfect Christmas is when every loved one is together – even if it can be achieved only when everyone dies. 

	All in all, Dickinson had a great sense of humor and she dared to apply it even to the treatment of death. Cognition and existential questions were central to her throughout her life/work and evidently some brilliant instances of wit and revelations were wrung out of death situations in her poetry. With the help of catachresis and humor Dickinson managed to create some of the most unusual and unique pieces of poetry about death, the dying experience and the state of being dead to make us see all this anew. Her uncustomary modes of treatment of death – catachresis and humor, which both have the same working mechanism of defamiliarization and refamiliarization – both resulted in shattered expectations and reworked ideas about all this. The reason for her committing these irreverent, mocking, parodying often even sarcastic poems about death was probably to find truth and knowledge as well as answers to her existential quandaries and cognitive gymnastics even where supposedly no one can – she thought she could, and she also tried to find a way with the help of comedy – as Wlyie Sypher also suggested about the workings of comedy: “[c]omedy dares to seek truth” even “in the slums” and at the deepest recesses of human existence (Sypher 254). Dickinson was not afraid of even the deepest recesses of human existence either and dared to talk about it/them even through catachrestic and humorous means.
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	In this essay my aim is to discuss various representations of violent or unruly women in a selection of American films with a special focus on the theatrical and textual versions of Chicago. This story started out as a series of newspaper articles that evolved into dramatic form in 1927, and was then first adapted to film in 1927. Its second adaptation was in 1942; then the story “went back to stage” in 1975, and “landed” again on screen in 2002. My intention is to examine these different versions of Chicago and through them the different stages in the representation of the femme fatale imagery in American culture in the twentieth century.

	When it comes to the representation of violent women, one first thinks of the smoldering temptresses of the silver screen, the descending/ascending or gliding goddesses of the film industry, of the femmes fatales of the film noir or the vamps of early film history. However, the picture or rather the image is not that simple. Although there is a tendency (and even sometimes an urge) in readers and viewers to presume that the representation of violent and evil women can be encompassed in a rather simplistic and one-sided specter of, for example the film noir femmes fatales, the representational realm of unruly women or of female “offenders” of all sorts is quite complex. Undoubtedly, Theda Bara – as a vamp during the early years of film industry – or Barbara Stanwyck – as a film noir femme fatale in Double Indemnity (1944) – have a prominent share in the violent women’s visual (and/or textual) representation. But one must not forget about the unique treatment of this imagery in several of the Pre-Code films, for example in Journal of a Crime (1934) or Red-headed Woman (1932). Even Hitchcock made us see these very types of women during the golden years of the Production Code. In addition, towards the end of the Code era came Bonnie and Clyde (1967), not to mention the uncommon and less-known genre of the rape-revenge films like Ms. 45 (1981) and later Thelma & Louise (1991). We must not forget about all other films depicting this trend that opened up a new way in the representation of “aggressive females” in The Silence of the Lambs (1991) or the Alien series – with the first part produced in 1979 – up to the 2002 version of Chicago and the Kill Bill series (2003, 2004) together with Monster (2003), just to name a few of the more recent ones. The change in the representation of unruly women has certain connections with Second-wave feminism and with the professional investigation of female offenders and female criminality that flourished during the seventies as an aftermath of the women’s movement and all kinds of civil rights movements of the sixties. At the same time, it needs to be added that the tradition developed in opposition to the normative construction of US gender roles in the early modern period – with the precursors of American aggressive women associated with racial and foreign others primarily (Vajda 2012; Vajda 2017; Vajda 2018). Yet it also has to be mentioned that within the story, the WASP American women are all freed whether being guilty or not and still the foreign-born is the one who is sacrificed even in the 2002 version (even if the irony is highlighted that she is the only innocent one).  

	Nevertheless, the pseudo-scientific discourse of the fin de siècle – especially ideas expressed by scholars and doctors such as Dr. Edward H. Clarke, Dr Henry Maudsley and Karl Pearson that stressed the fact that mental and intellectual work had a debilitating effect on women and their reproductive capacity (Richardson 241, 244) – easily connected the figure of the New Woman to the image of the femme fatale (Klein 87-88) and had a considerable influence on the representation of women during the early twentieth century, especially in cinematic discourse. As Bram Dijkstra emphasized, “[w]ithin this context the movies’ wholesale appropriation of the essential gender dichotomies characteristic of late-nineteenth-century art became a crucial factor in establishing the twentieth century’s visual iconography of the ‘battle of the sexes’” (313). Dijkstra claims that the representational logic and gender dichotomies of the nineteenth century prevailed in the twentieth century and stresses the fact that they still affect us through the visual conventions today:

	As a result, even today many of the visual conventions of nineteenth century art appropriated by the silents continue to shape our notions of sexual difference. The movies helped turn the metaphors of fin-de-siècle art and science into the psychological realities of the twentieth-century gender and race prejudice. (316). 

	The psychological propaganda of D.W. Griffith and Cecil B. De Mille’s films also build on this tradition with one of the main tenets of this propaganda being that marital love is the source of a nation’s claim to global significance (316-317). This might be an explanation for the ways in which the story of Chicago “was reformed” in the 1927 film adaptation, where the focus is very much on the couple’s (lost) happiness that the husband strives to save by any means, while the woman as feminine evil destroys everything. Although Roxie gets away with the murder here, as well, yet the familial bliss is over – which is not the central concern in any other versions of the story. Dijkstra writes that during the twenties “[t]wo themes were churned over and over again: man’s fateful pollution by the temptations of the sexual vampire and his redemption by the self-effacing love of the female saint” (334). This is exactly what happens in the 1927 film version when after Roxie’s “elimination” the husband is “saved” by the female saint of the film.

	Only during the seventies some scholars opened up more views on the question concerning women’s violence; they advocated the investigation of the topic under a different light. By doing so they revealed the fact that women were not different from men in cases of violent and/or aggressive behavior. Hence, theorists concluded, their representation should not be contrasted with the men’s criminal attitudes. The seeds of thought were sewn and in the representational field it also started to be recognized that not all female offenders are evil incarnate in the form of the femme fatale, which was the “visible” form, the palpable product and expression of male fears (but also of erotic fantasies). Also not all angelic ladies were so perfectly nice and innocent like the ingénues of early film history.

	The film industry builds heavily on the feminine stereotypes prevailing in the latter part of the nineteenth century. This was the time when filmmaking started and thus the representation of gender was strongly connected to and influenced by the Victorian ideals of femininity and proper behavior, which had strong ties with religious dogmas. According to this view, the woman had to be the pure lady, the so-called “angel in the house” and if she was not what was expected of her she was labeled a “fallen woman.” Sandra Gilbert and Susan Gubar discuss this duality, especially from the point of female authorship in the given period (3-104). In fact, this duality was also already present in the public consciousness and the artistic productions of the Romantic era (preceding the Victorian one) (Alexander 18-34, Mellor 17-39, Kovács 88). The precedents are too many to treat them in this paper, they date back for many centuries and bear the Judeo-Christian heritage with its cult of true womanhood in which the Victorian “lady” has her ideological base (Daniel 4-5).

	The “angel in the house” has another name typical in the United States: the “true woman.” At the turn of the century in the U.S. women were still subject to the role of the ideal woman that nourished the cult of true womanhood, which encompassed the characteristics relevant in the case of the “angel in the house:” piety, purity, submissiveness, being domestic and homebound (Daniel 7-8, Welter 48-71, Kitch 17-36). The “angel in the house” and the “true woman” both are linked to the “eternal feminine” image: submissive, modest, self-less, graceful, pure, delicate, civil, compliant, reticent, chaste, affable, polite (Gilbert, Gubar 23), slim, pale, passive, snowy and immobile in a porcelain-like manner (25). This cultural stereotype, on the other hand, had a large role to play in the bifurcation of mainstream thought concerning the special status of white American women in a racialized context (Vajda 2008). 

	Yet, as opposed to the ideal woman, during the Victorian period, the “fallen woman” gained a new coinage: she became the femme fatale, the deadly or lethal woman. The fallen woman’s actual “fall” traced her from grace and decency to immorality and sin, the latter being primarily connected with sexuality during the beginning of women’s emancipation movements when the control of reproduction and material (re)sources was in central position in the patriarchal culture of the West. The “angel woman” is not represented in sexual terms; the fallen woman, however, is. With the threat of syphilis the fallen woman can easily become a lethal one: and the route is direct to label her the femme fatale. (Richardson 240-262).

	The duality of these feminine stereotypes and role models for women (with their biased and mistaken notions) intensified and sharpened towards the nineteenth century with the emergence of the New Woman. The figure of the New Woman challenged these existing sharp dichotomies (with all stereotypes about women’s role, nature, capacity, abilities, etc.). By doing so, this evidently caused inordinate upheavals, fierce debates after which many of the so-called New Women gained the labels of deviant, decadent, abnormal, deadly or even homicidal. This connected the image of the New Woman to that of the existing femme fatale (Ledger 9-34, 94-121, Pykett 137-157). There had been several women writers, among them Mary Wollstonecraft and Jane Austen, who attempted to address the above-mentioned issues even before the New Woman debate even started, but at the given time they could not gain too much publicity and enough attention, therefore they could not achieve real prominence and so, results in the rectification of the image of women. By the end of the nineteenth century, due to the existing economic boom (in the aftermath of the industrial revolution), together with the scientific progress and socio-cultural changes that occurred in society, it became possible for women to have access to financial resources through education and work. This resulted in the growth of their independence, which, in turn, altered their situation in the realm of sexual politics.

	The New Woman made possible (and visible) many of the stories of change that we know today. Without the New Woman, there would not have been writers like Maurine Dallas Watkins – who had a say on how femme fatales, fallen women, unruly women, or female offenders were represented; without voices like hers there would not have been factual changes in the more authentic representation of women. At the beginnings of film production, the then-prevalent, dual feminine types were adapted to screen. These were the ingénue (the filmic angel in the house or true woman) and the vamp (the cinematic fallen woman or femme fatale). This latter expression, vamp (the shortened version for vampire), according to Reinhold Heller, came to existence when the femme fatale “reached” the United States, became integrated into the American slang use and was “renamed, reshaped” by Hollywood (Heller 11). Two of the earliest and most explicit exemplars of the ingénue image were Mary Pickford and Lillian Gish, while those of the vamp image were, for example, Theda Bara and Pola Negri. The young and early Greta Garbo and Marlene Dietrich also “joined” this latter club but with the advent of the prolific and versatile Pre-Code era, they also started to impersonate more layered and complex (although still often “deviant”) characters.

	After the silent film era’s initial Victorian-like ingénue – vamp duality, the New Woman “took” her “part” in the representation shifts that occurred in the film industry. During the Pre-Code Hollywood era, we can indeed find some more authentic representations of women, be either “angelic” or “fallen,” they were simply without demonisation, mystification or distortion. (Lasalle 11-252) This exceptional period was followed by another one, in which the representational techniques of dangerous, murderous and fallen women again sunk into the unsophisticated and rather simplistic methodology of the angel-devil duality (e.g.: the film noir) due especially to the censorship of the Production Code Administration. “The Production Code Administration (PCA) consisted of an executive branch of censors that controlled a conglomerate of restrictive guidelines governing the production of American movies, with the aim to ban indecent and immoral films.” (Cristian, Dragon 73) Some of the themes that were to be handled carefully or to be avoided totally were the following: illicit sex, adultery, nudity, seduction, vulgarity, obscenity etc.; everything had to be presented in a way that nobody should sympathize with crime or evil and the sanctity of law had to be preserved – just to name a few but I will elaborate on the subject matter later on. (74)

	In 1924, in the months of March and April, two murder cases took place in the city of Chicago the coverage of which was the duty of a young reporter, Maurine Dallas Watkins, who did her job right resulting in great success (Pauly xiii-xix). The series of newspaper articles became increasingly popular, and later, these stories were rewritten in the form of a drama, entitled Chicago, in 1927 for the delight of even more people. Watkins wrote the series of articles in which she covered the two murder cases of Beulah Annan and Belva Gaertner. “No sweetheart is worth killing,” (121) so started Belva Gaertner with the (ill-)famed utterance, and continued, “─especially when you have had a flock of them─and the world knows it” (ibid). The next thoughts which hit the headlines were: “[w]hy, it’s silly to say I murdered Walter […] I liked him and he loved me─but no woman can love a man enough to kill him. They aren’t worth it, because there are always plenty more […]” (121-122). She herself did not take her own advice; however, if she had done so, the story of Chicago might not have been born due to lack of incentive.

	It is an interesting question to see why and how the story of Chicago started its long-lasting existence in American culture, and the means through which it became a recurrent theme throughout the twentieth century in various media. My proposition is that Watkins foresaw the power behind the murder stories (she started to deal with female aggression and crimes committed by women) and its subsequent media manipulation that later became a quite prevalent issue in American culture throughout the twentieth century. It seemed that the entire context of the twentieth century was all about murder and media manipulation. Today, when more and more news are about women – even little girls aged ten or eleven, who murder somebody or commit some sort of serious crime, not even mentioning numerous films and TV series etc. which feature such topics – Chicago seems to be just one story among many others dealing with female murderers or violence committed by women. However, the story of Chicago has something unique to offer, a special milieu that has recurrence in various adaptations. Thomas H. Pauly observed the above-mentioned issues when he was discussing Watkins’s 1927 drama in 1997:

	 

	That Maurine Watkins and her comedy should be so forgotten today is almost amazing in view of all the attention recently lavished on the trials of Amy Fisher, the Menendez brothers, and O. J. Simpson. Watkins’s play offers a bracing reminder that lurid crimes were as aggressively commercialized seventy years ago as they are today. As we grow uneasily aware of the hyperbole and hypocrisy in our media’s exploitation of yet another trial, Chicago demonstrates that similar conditions have existed for most of the twentieth century. Even better, Watkins’s comedy ridicules these conditions and exposes folly far more effectively than the standard complaints about our media-crazed society. Her comic depiction of a woman groping toward liberation and the future foregrounds pressures women still face, but it is downright uncanny in its anticipation of today’s news-as-entertainment culture. (viii)

	 

	He continues over-viewing the story of Chicago before the 2002 version that gave a new swing to this story and to all of the debates and arguments around it. Pauly notes that 

	 

	[…] the fascination with crime, celebrity, and image fabrication, which factored so prominently into the background and writing of Chicago, has only intensified and increased the pertinence of her comedy. These were significant considerations in the 1940s decision to make Roxie Hart. They were very much on the minds of the producers who sought the rights to Watkins’s play back in the 1950s and 1960s. Indeed, they factored prominently into the enthusiastic reception of the Fosse musical when it finally opened in 1975. Today, they are more evident than ever. As criticisms mount over the ways newspapers, the nightly television news, and prime-time gossip shows exploit trials to hold their audience’s attention, Chicago reminds us that the 1920s had its own Amy’s and O. J.’s. Indeed, it portrays a culture enough like our own that it deserves to be remembered. (xxviii)

	 

	The critic’s jeremiads must have been heard indeed, for in 2002, Chicago was adapted to screen again. An upsurge of discussions on the above-mentioned subject matters ensued, and certainly, on the story itself, especially, on the “herstories” of Chicago. Marty Richards, the producer of the 2002 film adaptation – when questioned about the latest version of Chicago – declared: “[y]eah, it’s all about murder, greed and adultery, everything we hold near and dear to our hearts. That’s what Chicago is about. It’s everything that is happening now in the papers. That’s what it’s about; it’s today’s headlines, it’s the six o’clock news…” (Marshall “Behind the Scenes”) 

	When Watkins wrote her drama, she started to weave the trope of the Black Widow’s murderous web in her writing, which soon made its way to the screen. Throughout the twentieth century the story interestingly switched back and forth between stage and screen. The fine lace of murder brought fame and success to the character of Roxie, to her “author,” and to all other consequent creators of the later versions of Chicago. The success of Chicago was foreshadowed when the stage performance gained immense success despite the mixed criticism it had. Among the appraisals were literary compilations that listed this text among the best plays of 1926-27 (Mantle v-ix, 12, 27-28, 94-117, 354, 452), especially that of George Jean Nathan, who, in the preface to the 1927 edition of Watkins’s work, championed its American features: 

	 

	[…] with its few unavoidable defects, her play is an eminently worth-vile affair, its roots in verity, its surface polished with observation and humorous comprehension, its whole witty, wise and appropriately mordant. It is American to the core; there is not a trace of imitativeness in it; and it discloses, unless I am badly mistaken, a talent that will go a considerable distance in the drama of the land. (Watkins viii)

	 

	Nathan also noted that “[t]his play, the first to be published in the library of significant modern theatrical compositions to be known as The Theatre of Today, those critics who have a fondness for pigeon-holes have had a hard time laying hold of an appropriate label” and continued saying that “[t]his ‘Chicago’ may be described roughly as a burlesque show written by a satirically minded person.” (vii). In the same context, the critic observed that “[t]he note of satirical burlesque is strange to the American theatrical ear. It has seldom been struck, and then with indifferent success. ‘Chicago,’ it seems to me, marks the happiest attempt to date. In it, we may find inkling and a promise of the soundly sophisticated drama of an increasingly receptive and intelligent native playhouse.” (ix) 

	It seems that Watkins and (her) Chicago had the best of prospects for future considerable praise, recognition and therefore, further adaptations. According to the makers of the 2002 version, the disillusionment after the Watergate scandal(s) was one factor in the success of the 1975 vaudeville version (Marshall “Audio commentary given by Rob Marshall and Bill Condon”). Thus, in accordance with them and Pauly I suggest that Chicago appeared again and again because it had relevance during the entire twentieth century as it still does in the twenty-first, as well. Chicago is not simply one among all the stories tackling the question of murderers or even especially female ones and/or the problem of media manipulation. It reaches a long way back to where all these problems started concerning the public discussion of female aggression. Certainly, female murderers and violent women have always existed, they killed people and committed violent acts of all kinds; the difference lay solely in how it was presented, discussed and tackled. Towards the end of the nineteenth century and at the beginning of the twentieth – due to the results of the various political, financial, economic, social and cultural changes, not to mention the historical events of varying importance – the role and situation of women started to change immensely also resulting in a modification and alteration of the discourse related to them. It is true, however, that the kind of discourse concerning female violence and aggressive behavior which really attempted to understand and discuss properly these subject matters appeared only during the seventies but there had been a few attempts before that, as well; and it could be stated that Chicago during the twenties was one of these.

	The handling of “deviant” people of all sorts is always one of the most problematic matters of a state, or in other terms, a culture but the question of gender adds to the severity of this problem all the time. Watkins while trying to show a distorting mirror to American culture criticizing several problematic points in it – such as media manipulation, the flaws of the judicial system and so on – she also attempted to cast light upon how problematic the handling of female murderers and women’s aggressive behavior is. Watkins presented – and at the same time satirized – the schizophrenic attitude towards female offenders. She tried to present several alternatives to the phenomenon of the female murderer herself – for example, an immigrant woman, or a mother, even a mentally ill person, etc. – yet, the underlying principle of tackling these lawless women is to be found in it exposed and criticized, that is, women who err are either handled too strictly or too leniently in a paternalistic manner, writes Edwin M. Schur (213-231). When using the expression, female murderer, I refer to the women committing crimes; and I exclude from my argumentation the gender-biased term from multiple critical essays, that of the “murderess.” Schur’s position is also relevant in connection with the female murderers of Chicago since these convicted women are treated too severely, like the character Hunyak in the 1927 drama, in the 1975 vaudeville and the 2002 film version, too. Other convicted women of most versions of Chicago are presented quite leniently like Roxie in the 1927 drama, the 1927 film adaptation, the 1942 film version, the 1975 vaudeville and the 2002 adaptation.

	The Billy Flynn character – present in all versions – has a central role in the way these women are treated due to the fact that he is the top defense attorney and he is the one who knows how to pull strings to win a case. Concerning his “person,” there is also a significant characteristic feature, which helps him in the manipulation of the jury, the public, and in winning the acquittal of the women he defends – in fact, his success lies in the fact the he specializes in female clients. He acts as a “protecting” father figure who stands behind these women in trouble he is helping, and who “takes care of them,” thus projecting an image that the defendant is a good woman because a respectable paternal figure grants her orderliness and innocence. This stereotype role-play is acted out in all versions, as the defense tactic is based on the following logic: the strong, protective and active male character shields the passive, frightened, even infantilized (recalling the Lolita complex with the recurrent theme of leg showing and skirt pulling “accidents”) domesticated, pseudo-angelic, saint-like girl-woman in the pedophilic Mary Pickford mode (Studlar 198-221, Haskell 58). The most extreme version of this performed stereotype occurs in the 1942 film version – which is, however, strongly choreographed after the 1927 film version concerning the trial scenes – where, after she “faints,” the half-conscious Roxie is carried to the judge in the arms of Billy Flynn to be offered as a sacrificial lamb in a (fake) tragic manner. 

	This “protective” quasi-central male character is the one around whom the female defendants orbit like moons around a planet. He is the embodiment of the concept of the Bentham–Orwellian panopticon (Foucault, Discipline and Punish, 170-228), which ensures that the “orbiting,” erring females supposedly become docile bodies the state and society needs (Foucault, Discipline and Punish, 135-170). Billy Flynn states that there is one thing the jury and the people cannot resist and that is a reformed sinner (Marshall 2002). This is partly due to the American belief in moral regeneration as Irén Annus puts it: in the realization of the American Dream, apart from the ideals of material success and social progress, the ideal and the belief in moral regeneration is also of great importance (106). The other reason behind the reformed sinner irresistibility is the belief (also ingrained into the American culture) in the new beginnings and the possibility of restart and renewal (Campbell and Kean 20-43 and Kroes 28-32). Roxie plays her role as a reformed sinner and perfect docile body quite well, therefore she gets acquitted and gets her new beginning while the less lucky ones (although being innocent) who do not have enough money to hire Billy Flynn in order to avoid punishment and execution do not get acquitted and are punished. Thus, it seems that if the order is kept (by a man), there is no further disturbance but peace and the all-seeing eye is insured to be in control.

	Watkins draws her female murderers by presenting them in a different light from what was customary around her time. In the early twentieth century, the imagery of the femme fatale still loomed over the violent or, sometimes even, the solely unconventional women; in the film industry, the duality of the ingénue and the vamp was also prevalent. The mainstream logic of representation followed this line but Watkins did not adhere to this view. Instead, she turned to the topic of representing criminal women with wry humor and satirical stance. She ridiculed the strict and serious angel-devil duality and highlighted its contradictions via presenting the techniques of how a perfect angel, ingénue, can be performed before any court while having much more affinity to the she-devil identity, that is, the vamp herself.

	Watkins based her story on real-life events, having had first-hand experiences about the female murders phenomena. As it was written in The Best Plays of 1926-27 about the season in Southern California, “[…] ‘Chicago’ continued for two months to teach Hollywood flappers how to handle the law” (Mantle 28). Watkins turned upside-down the existing system with a hilarious play from which the girls and women of the Roaring Twenties, the flappers, could learn how to distance themselves from these images and how to “play with them if they pleased.” The flapper was an easy-going girl wearing bobbed hair and short skirt, who mostly concentrated only on partying and leisure time, and for whom social liberation was more important than any other intellectual activity; the flapper behaved in a carefree manner and was typically considered sensual because of the sexual liberties she took in the name of the “new morality” (Haskell 75-76, Allen 61-86, Kitch 121-135). However, what connects the phenomenon of the flapper here – apart from the fact that Beulah Annan and Belva Gaertner both belonged to this very generation – is that the flapper women adopted the air of the vamp borrowing it from the cinema stars of the era.

	In the 1927 film adaptation the ingénue – vamp duality is an interesting one because Watkins did not create this imagery in her 1927 play and did not even imply this conventional role set. Lenore J. Coffe, the scrip writer of this adaptation, however, interpreted the characters this way and adapted the story in a specific mode that made this duality possible. Hence, what Watkins managed to achieve in her drama, was “destroyed” in the 1927 film version. Roxie is initially a red-haired woman that becomes a platinum blonde (quasi-)angelic figure in the 1927 adaptation and then is presented as a brunette in the 1942 version. Interestingly, from the1975 version on she becomes blonde again. In the 1927 adaptation Roxie is not killed in the end as the femme fatales were at that time, yet, she is punished (unlike in the other versions of Chicago) but not severely; she is not put to jail and gets away in a specifically Watkinsian mode. However, she loses her husband, unlike in the other versions, where she either refuses him or gets rid of him intentionally.

	In the 1927 film version, the vamp Roxie is presented as somebody who has lost everything by the end of the story and the angelic ingénue, Katie, is the one who “deserves” the husband, Amos Hart. Although, the husband endeavors throughout the whole film to save Roxie, yet, at the end, he casts her away in a tragic manner by destroying their home, too. An unusual feature of the film is that Amos is presented in a positive light: he is active, potent, and competent and he seems to be mostly in control. This is the only version where he is posited so. The story is even told from his perspective: it is much more his quest and struggle for the beloved woman than Roxie’s own battle with crime and the evasion of punishment. She is here the vamp figure who is dismissed with nothing; she stays alive and remains free, but loses everything else and the last shot of her is as she is walking down the dark street alone no one knows where while the husband stays in the flat heart-broken, yet, with dignity, and the little ingénue claims that she will set everything right for him. This version is quite much in the pattern of the Cecil B. DeMille films where dramas of couples and marriage problems are discussed. His stories were often sophisticated comedies and/or melodramas of marital intrigue and it often happened that the sympathy was with the wifely problems, the presented women’s roles ranged from sacrificial lamb to social lioness to wanton murderess (Haskell 76-77). Chicago (1927) is really a melodrama of marital intrigue, although, with phases of comedic episodes in it and the leading female character is a wanton murderess while the girl-woman who is the real “winner” in the end (as suggested by the film) is much more of the sacrificial lamb-type. This version, although a masterpiece in itself, quite much diverges from what Watkins intended to project through “her” female murderers and their fates. It was a silent film, one of the last ones to be produced in the American film industry before The Jazz Singer (1927).

	Not long after the great success of the original drama and the relative success of the 1927 film, the Production Code emerged in full power in 1934 (a milder version of censorship introduced in 1930) and over sought the Hollywood film production for about thirty years (Lasalle 188). After the short and much liberal Pre-Code Hollywood period when “real women” were presented on screen with their “real problems” and not even the murderous or criminal women were posited as demons and she-devils, what is more, they mostly got away with murder (142-164). The rigid duality of angels and devils came in with the Hays Code (the other term for the Production Code) and the strong influence of the Catholic Church through The National Legion of Decency, which propagated (among several things) that the evil always had to be punished, and it was especially strict about sexuality (and implicitly) women and what they did/showed on screen. Joseph Breen became one of the most important figure of this era (together with Will Hays, Jason Joy, Daniel Lord and Martin Quigley), he was the head of the Production Code Administration that (safe)guarded the sanctity of Christian values in the American cinema with strict censorship (Lasalle 62-66; Cristian, Dragon 73-74). The motto of the Code said that: “[n]o picture shall be produced which will lower the moral standards of those who see it.” (Lasalle 64; Cristian, Dragon 74) According to these rules, crimes could be portrayed only in a way that excluded the possibility of positive identification and sympathy with the crime itself or the person who committed it. The court always had to be presented as just and positive example of universal punishment. Nudity, profanity, obscenity, vulgarity and any kind of indecency were strictly prohibited; love and sexuality were under especially severe strictures (Lasalle 64-65; Cristian, Dragon 73-74) and 

	 

	“[i]mpure love” ─ that is, anything “banned by divine law” ─ could not be portrayed “as attractive and beautiful.” It could not be a subject for comedy or farce. It could not be presented in a way as to “arouse passion.” And it could not be made to “seem right and permissible.” (Lasalle 65)

	 

	After getting acquainted with all these regulations one would presume that a story like Chicago would never be reproduced under such circumstances. However, Roxie Hart (1942) being produced and shown was certainly adopting the regulations described above, for example, in a way that the actual murder scene when Roxie kills Casely – which has a central place in all of the other versions showing explicitly the act of murder – is not shown and the whole story is presented in a way that the spectator actually gets uncertain whether it was really her who committed the crime. According to the story of the 1942 version, Roxie claims it only because she is talked into it in order to gain fame. The court and the jury are all decent and just in their representation. Plus, all kind of nudity, profanity, obscenity, vulgarity and indecency – which, after the disappearance of the Code, came into full force in the 1975 version in a multiplied form – were excluded in the 1942 film, not to mention the explicit sexuality between Casely and Roxie, which again were prevalent in all versions except in the 1942 movie.

	In fact, the Code was the first factor in the American film industry to cause the most harm in the representation of women. The complex and more realistic characterization of female characters of the Pre-Code era was over. The Depression era with the unemployment and the financial hardships, followed by the World War II did not help in elevating the gloomy mood of the masses. While women could get education (even the highest levels), proper work and they could earn money (especially during the war) through the opening up of more and more types of jobs, the role models for women and the cultural representations projected towards them – with the exception of “Rosie the Riveter” – still remained quite limited and bound to the traditional ideals. (Daniel 122-159)

	Around this time, the film noir era also arrived with the most negative images about women possible in all the history of film industry, for example, Barbara Stanwyck is Double Indemnity (1944) or Rita Hayworth in The Lady from Shanghai (1947). As Haskell puts it:

	 

	[i]n the dark melodramas of the forties, woman came down from her pedestal and she did not stop when she reached the ground. She kept going – down, down like Eurydice, to the depths of the criminal world, the enfer of the film noir – and then compelled her lover to glance back and betray himself. Sometimes, she sucked him down with her […], [s]ometimes she used him and laughed in his face […], [s]ometimes she lied and lied and lied […], [s]ometimes she wasn’t crooked, just a little out of line […], [S]ometimes she was a murderess […], [s]ometimes she was a femme fatale […], [s]ometimes she was a cool, enigmatic career girl […], [s]ometimes she was crazy in love enough to kill herself and her lover […], later she sometimes crossed over to good. […] She had sensual lips, or long hair that passing over her face like Veronica Lake’s, cast a shadow of moral ambiguity. Angel or devil, good-bad or bad-good girl, she was a change from the either/or – heroine or villainess – of the twenties and thirties. […] she hadn’t a soul she could call her own. She was, in fact, a male fantasy. She was playing a man’s game in a man’s world of crime and carnal innuendo, where her long hair was the equivalent of gun, where sex was the equivalent of evil. And where her power to destroy was a projection of man’s feeling of impotence. […] She is to her thirties’ counterpart as night – or dusk – is to day. (189-191)

	 

	However, more recent debates claim that the femmes fatales of the film noirs are actually and quite visibly, active agents and subjects in their own rights (cf. E. Bronfen’s “Risky Resemblances” and “Femme Fatale–Negotiations of Tragic Desire,” and also Cristian, Dragon 88), a stance that coincides with the women figures of the contemporary Chicago adaptations.

	With the hardships of the Great Depression, World War II, and the ensuing Communist furor, the society produced a heightened sense of paranoia, alternate optimism/pessimism, as well as a sense of instability and impotence, etc., Haskell claimed (194). According to a Newsweek report in August 1943, 56% of the women in the labor force intended to keep their jobs and continue working after the war (Daniel 131). Haskell adds that even those films, plays and novels which had been written earlier but were (re)adapted in the forties took the era’s peculiar colorations (Haskell 194), just like Roxie Hart in 1942. In addition, this was the period when the hardboiled detective fiction genre really started blooming with the works of Dashiel Hammett, Raymond Thornton Chandler, and many others, who also wrote screenplays or whose works were adapted to screen. The film noir film production mostly consisted of such detective and crime stories (Gronemeyer 99) combined with melodramas, musicals, and westerns (98), and since they were basically written for male audiences, the representation of women was far from being woman-friendly (99). As Haskell states, most movies of the forties (especially the male genres) were concentrating on men’s soul and salvation and not on those of the woman. She adds that even the musicals of the forties had their central focus on men’s quest, on his rather than her story (207). This above-mentioned statement is valid in Roxie Hart (1942), as well, since here (although not being a “real musical” only filled with 1-2 musical-dancing scenes), Roxie’s story is told by a male character called Homer Howard, who provides the (male) frame to the story. He is also a character to whom Roxie (at the end with six children of her own) reveals the great news that they would need a new and bigger car since the next child is on the way. This is an eerie ending for Chicago where Roxie lives the grace of familial bliss. But the Production Code and the film noir era made “wonders” here, too.

	Roxie Hart is a noir type of product; Roxie here is not posited as the evil femme fatale (of the resurrected Victorian-era syphilistic prostitute type) whose sole aim in life is to destroy men through her irresistible, lethal sexuality. She is not destined to embody this simplified, trivial and one-sided female representation, which abounds on the (pages and) screens of the era. However, her character is not that versatile and exceptional, either, and she is quite much “toned down” in this adaptation and she quite much conforms to the “good bad girl” category (Gronemeyer 99). This film is a screwball comedy with a fake (and also genre-mocking) film noir crime story shade. In spite of its farcical turns and mock film noir style, Roxie Hart stands “farthest” (considering the adaptations) from the genuine wit and irony of Watkins’s original story and the message it (had) meant to convey.

	In the forties and fifties filmmakers tried to defend themselves by safe-play, which often resulted in creating films with very simple and innocent plots or they adapted already famous and successful literary works or they made great historical opuses. This period produced mostly glamorous musicals, sentimental melodramas or costly historical spectacles. Alfred Hitchcock was one of the greatest directors of this period, the father of suspense and thriller (Gronemeyer 101-109); his female representations differed greatly from what was/had been in habit and his depiction of unruly, erring, aggressive, criminal or even murderous women was/is not that negative, prejudiced and one-sided (most of the time); and he usually made an attempt to understand and to present the problems of women as they were with as little distortion as possible, for example, in The Lady Vanishes (1938), Vertigo (1958), North by Northwest (1959) or Marnie (1964) and so on.

	The significant turning point in the general representational trend – also including the representation of women’s violence and violence in general – was from the sixties on. This turn was not only due to the significant cultural and political changes taking place as a result of the various civil rights movement(s) involving the second wave of feminism, the gay and lesbian movement, black liberation movement etc. but also because the Production Code’s power diminished due to the emergence and spreading of television (Gronemeyer 109-111) and because of the fall of the studio system (105-107). As Molly Haskell puts it: “[t]he disintegration of Hollywood in the traditional sense came from within as well as without. Thematically as well as technologically, the death of Hollywood was an idea whose time had come, […]” (232). Haskell adds to this the role of television in all this process:

	 

	[…] in robbing movies of their mass audience, television had stolen more than bodies and box-office figures. It had destroyed the faith: that belief in their fictions and fables by which the movies touched base with millions of viewers and had the authority of received religion. In a land of many churches and no Church, this mythical bond constituted the only national religion America had ever known […] and the only “realism” film has ever known. With the best dreams that money could buy, filmmakers created a reality that was far more real for most people than the world they lived in. (234)

	 

	In addition, after years of hard censorship in movies, people wanted to see sex and violence in films and to watch films without the artificiality of the Code regulation. As Haskell claims, the films and the stars of the fifties “were all about sex, but without sex” (235). The visible “chastity” of cinema held up by the Production Code were then considered “unhealthy” mainly with the “breast fetishism” and the Lolita lechery of the existing movies. Society was in a postwar phase, similarly to the twenties, and the time of sexual freedom was there (235).

	It was as if the whole period of the fifties was a front, the topsoil that protected the seed of rebellion that was germinating below. The cultural disorientation had begun, but it had yet to be acknowledged. By the sixties, the break would be official and the divorce a quickie (235). 

	The sixties, according to Haskell, were not promising years for the filmic representation of women; her pessimism was further echoed by the beginning of the seventies, that signaled the fact that the growing strength of women’s liberation resulted in a backlash in commercial film (323). However, there were positive changes, as well, since the less human, glamorous figures of Code-era female stars turned into more human-humane beings during this period even if it was not a happy conversion.

	The sixties, which witnessed the disappearance of the studios and the phony glamour industry, gave the stars a chance to find out, as they receded and “real” human beings took over (showing their “authenticity” by scorning lipstick for eyeshadow and dresses for jeans). But somehow it wasn’t the great love-and-reality trip it was supposed to be. (324)

	Haskell also discusses what the ideal woman of the sixties and seventies was in fact, not a woman but “a girl, an ingénue, a mail-order cover girl: regular featured, generally brunette, whose ‘real person’ credentials were proved by her inability to convey any emotion beyond shock or embarrassment and an inarticulateness that was meant to prove her ‘sincerity’” (329). It was Bonnie and Clyde (1967), which was the real breakthrough from the point of view of the representation of sex and violence with a female lead next to a male character. By the seventies and into the eighties, sexuality and violence abounded in films.

	However, in the middle of the great changes in the representation of women in cinema and the expanding character number of female murderers on screen Chicago was reproduced again in the seventies, yet, on stage. After several failed trials and attempts to gain the rights of Chicago from Maurine Watkins to readapt it again and to put it to stage in musical form, the crime story opened in 1975 on Broadway. In spite of the continuous interest in the story throughout the fifties and sixties, Watkins – by this time an eccentric recluse and a born-again Christian (Pauly xxix) – refused to sell the rights of the drama. When she died in 1969, her estate finally released the rights and Bob Fosse with Gwen Verdon, Fred Ebb and John Kander managed to bring to life the story of Chicago again, this time as a musical, entitled Chicago, A musical vaudeville (1975). Although it gained mixed reviews, it had a successful run (Pauly viii) and it has ever since. However, as a counterexample, Denny Martin Flinn does not praise the musical version of Chicago in his work entitled Musical! A Grand Tour, The Rise, Glory, and Fall of An American Institution. He criticizes Bob Fosse’s choreography in a contradictory manner while claiming that his style was individual and unique (Flinn 302); he dislikes Gwen Verdon’s singing and dancing abilities while acknowledging her mesmerizing stage presence and persona (450). And his suggestion, that Chicago is a dark vaudeville (468), is rather disputable because it cannot be so only on the grounds of having murder, female murderers, media manipulation and issues of similar sorts in it. These do not imply that the adaptation is “dark.” Finally, Flinn labels Chicago (1975) “respectable” and still ranks it among the best musicals (488). His attitude is quite ambiguous, which might be the symptom of the “mixed reviews effect” the version received after opening.

	On the positive side, Andrew Lamb, in his book entitled 150 Years of Popular Musical Theatre, states that “[t]he quarter-century from 1943 to the late 1960s was perhaps the core period of the development of the American musical” (294). He also claims that “[t]he work that has most closely rivaled Cabaret in its style and success is Chicago (1975) […]” (300). Lamb claims that:

	 

	[t]he production was notable for the way it continued to break down musical theatre conventions. The story unfolded on a multiple-purpose set as a sequence of vaudeville turns, with the traditional pit orchestra replaced by a jazz band perched high above the action. The conductor announced each of the turns, which included important dance sequences by director-choreographer Bob Fosse. (300-301)

	 

	This version bears the marks of the events of the sixties since it encompasses all kinds of “freedom,” which might occasionally turn into “taking liberties.” As an example for this latter, there is cursing, a rather strong language use and a lot of slang use. An example is when the Matron is called “Butch.” The 1975 version is the most lively and at the same time, surprising. From the point of view of the representation of female murderers, it is again of the same standing as the original drama. It is witty, ironic, and occasionally sardonic. It does not condemn its anti-heroines, it does not want to tame, domesticate or punish them. This is the version which celebrates these women most explicitly. Velma here gets a (quasi-) central role; in none of the earlier versions this female character becomes as important as here. Interesting to note that it is for the first time that the character of Hunyak takes on her ethnic identity: she speaks Hungarian openly and is claimed to be Hungarian; “othered” from the rest of the convicted mass, she also gets focus as the innocently executed immigrant figure, a counter-example to the evidently guilty female murderers of the story. The 2002 version builds on these, previous values. 

	According to Dawn B. Sova, after a slow climb back during the seventies, the eighties became a decade full of possibilities for women and their representation.

	Women forced Hollywood to reopen its doors to them in the 1980s; positions from the boardroom to both sides of the camera could finally be called women’s work. They took over some of the most powerful jobs in town. Even on-screen roles were affected as more secure actresses rebelled against the meager “bimbo or bitch” choices offered them, and chose to write their own script, deepening the roles for women characters. […] In short, the 1980s signaled women’s return to the business aspect of the film industry for the first time since its infancy. (168) 

	This trend continued during the nineties. Sova calls this era the limitless decade (181-196). After the great success of Alien (1979) (and its succeeding parts) another significant milestone in the representation of violent women was The Silence of the Lambs (1991) with the character of Clarice Starling FBI agent. This film was a great success and empowered women and challenged the limiting categories of womanhood (Dole 86-89). The real turning point, however, was Thelma & Louise (1991). This film created a great controversy and heated debates on the subject of female aggression in general but, by all means, on screen. Barbara L. Miller calls this film “gun-in-the-handbag” film, a type of film typical of the early nineties. This film “portrayed a type of female empowerment that was possible only then. This type of empowerment simultaneously speaks to the limits of Hollywood conventions and the changing political and social attitudes of the early 1990s” (Miller 203). The male viewers and critics generally reacted to it with vehement aversion while female viewers and feminist critics praised it highly since it offer(ed) real role models for women; the film is considered to be one of the most important feminist landmarks (204).

	After Thelma & Louise (1991), more and more other films dealing with female aggression and women’s violent behavior followed, for example, Basic Instinct (1992), Diabolique (1996) – both featuring Sharon Stone in murderous female roles. According to Susan Knobloch, Sharon Stone’s star image works both in a feminist way and as an antifeminist “backlash” (125). Also, “[i]n Stone’s work we can investigate the intersections of thirty years of recent feminism with the archetypal Hollywood figure of female violence, the ‘spider woman,’ or femme fatale” (126). Knobloch adds to this that “Stone’s mayhem-dealing characters at least flickeringly ‘true’ hearts and comprehensible minds, despite the evidence in her films that Hollywood still seems unable to conceive of a violent woman ─ a functioning fighter, a sexual object ─ who is fully ‘real’” (140). In Fargo (1996), the Coen brothers “ironized stereotypes about women through its sly representation of an ungainly but shrewd pregnant detective, and tested them by combining the traditionally separate qualities of toughness and nurturance” (Dole 90). Later, two films, Lara Croft: Tomb Raider (2001) and Lara Croft Tomb Raider: The Cradle of Life (2003) were built on the famous female video game character called Lara Croft. Kill Bill Vol.1-2. (2003, 2004) also followed just like a real-life story of a female serial killer named Aileen Wuornos that became dramatized on a film entitled Monster (2003). There is also Million Dollar Baby (2004) with the character of a female boxer, not to mention the numerous TV series and various TV films which (also) handle the question of female investigators, soldiers, and all sorts of violent women on either side of the law.

	The Chicago (2002) version is the most complex adaptation of Watkins’s plot because it encompasses both the filmic and the theatrical “roots” in its dual storyline. The theatrical parts (the actual musical vaudeville pieces) are embedded in the cinematic text of Chicago (2002). Usually, in the case of a musical film, the ecstasy associated with musicals depends on the sensation of displacement; however, Chicago (2002) does not make a clear distinction (and displacement) between the narrative itself and the musical numbers; in spite of the blurring of registers, yet, there is an awareness of distinction which makes the whole musical work here (Belton 153). “Chicago opposes reality (the prison) and fantasy (the nightclub) through abrupt juxtapositions, but the editing also fuses the two worlds together,” writes Belton (153). This intermingling process, however, ends in the final number where: “[t]he basic pattern for the musical numbers in Chicago involves an alternation between reality and fantasy within the numbers themselves. This tension is resolved in the final number entitled ‘I Move On,’ when fantasy becomes reality” (153). This way, the narrative action itself takes place within the musical performance on stage thus turning fantasy into reality, as well as Roxie’s and Velma’s separate dreams into one actual partnership (153 -154). “The fundamental pattern of alternation between narrative and number that structures most musicals frequently moves toward an ecstatic resolution in the final musical number, but Chicago makes that pattern and process more explicit than other works of the genre” (154).

	Chicago (2002) is a special, unusual musical combining the theme of murder with music within film. This version builds primarily on the 1975 vaudeville, thus, the merge of musical comedy and murder subject is recycled and not totally new in this musical film. The adaptation of the irony embedded in Watkins’s original play lies in the famous editing of the film, which is a masterpiece in itself (not only from the point of view of Belton’s considerations). This film – in its complexity and in its ways of adapting the original script – remains true to the spirit of Watkins’s message and while fascinates viewers with its flamboyance and exuberance it also provides a sardonic and sharp critique of the narrating and narrated times. It is a double-edged sword because through the mechanisms of the musical the viewers are channeled to partly forget the fact that it is about murder and vile women; at the same time, the representation of aggressive women through the musical genre lessens the prejudices against them. The image of female murderers is unquestionably positive in this film and allies with the politically correct notions of the current times that witness the amelioration of the modes, methods, traditions and representation of most violent, mean, murderous, fallen, unconventional, unruly and even vile women.

	The third millennium is an age in which cinema, as opposed to the Code era, celebrates female murderers and violent women of all sorts. Could it be the case that we have reached the time when the representation of aggressive women exceeds the old clichés of vamp and/or femme fatale? Recent cinemas hold a lot of potential for changes in the representation of violent women and it seems that the filmic output “strengthens” new images of contemporary women’s lives (stories), where “women move away from the moral (and nonviolent) purity of the Victorian ‘Cult of True Womanhood’ and onto men’s turf ─ police work, military service, and a growing self-defense movement” (King and McCaughey 5).

	What comes next in the filmic world regarding women and aggression related to women is an open question. As King and McCaughey write:

	Some of the films with violent women will be co-opted: racist, homophobic, procapitalist, nationalist. Others will be feminist, queer, or antiracist. We hope that all of these violent women frighten people who snicker at women’s protests. Whatever their roots in male fantasies, their places in dominant orders, or their distance from real lives, may these images at least subvert the notion that women will suffer abuse patiently. (19-20) 

	These films should be “possible tools in the liberation of women from racial, class, gender, and other political constraints that oppress women and deny them equal chances and equal rights” (20) on and off the screen.
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	In my paper, I intend to examine and discuss how information society affected the representation of femmes fatales in American visual culture, especially in Hollywood films made during the 1990s. The focus will be on the discrepancy between the modes of communication and the techniques of exchanging or withholding information the ‘early and recent’ femme fatale figures employ as well as on how their intellectual/physical/technical (cap)abilities to access and handle information changed. To compare the types of femmes fatales before and after the emergence of (the discourse on) information society is a promising endeavor since it had an immense impact (besides other cultural, political and economic factors) on the great changes in the representation of femmes fatales. 

	The femmes fatales within information society are much more able, competent, successful, and in effect, more dangerous or apparently even more aggressive than their predecessors. In this paper, I will primarily concentrate on the figures of Catherine in Basic Instinct (1992), Meredith in Disclosure (1994) and Bridget/(Wendy) in The Last Seduction (1994) among many other contemporary, preceding and succeeding instances to shed light on the period when the discourse and debate about information society was in full force. Managing information has always been a significant aspect of femme fatale figures, yet, within information society this aspect got enriched with multi-expertise in various technical and technological fields as well as with intellectual and educational improvement and possibly ensuing physical ‘side effects’ (masculinity, androgyny), as well. 

	One of the most significant aspects of femme fatale figures has always been the management of information. Generally, these female figures are professional manipulators. The central maneuvers of their operations are the reception or obtainment of information, its (partial or whole) dissemination and the withholding and/or alteration/modification of certain pieces of information. So, it is to be examined what kind of differences lie between femmes fatales before and after the emergence of information society.

	Evidently, information has always been part of the functioning of every society and (human) organization. In fact, no (human) cooperation, unity and community can function without the exchange of information, thus, it could be questioned why the current societal formation is called information society. Róbert Pintér argues that 

	 

	[w]hile undoubtedly true, since all societies necessitate information flow, yet none of them were called ‘informational’ by contemporary critical thinkers or historians. None of the previous societies were so extensively influenced by the communication, reception, processing, recording, decoding, and flow of information as ours are. (22) 

	 

	Hence, it can be stated that it is the immense centrality of obtaining and providing information as well as the extensive effect and influence of these procedures and activities that label our current form of civilization as information society or ‘informational’ society. In addition, now “the information sector and information oriented jobs dominate the economy” and this evolved out of the preceding phases of agricultural, then, industrial development. (Pintér 23) Although the beginning or the birth of information society could be dated to the late 1950s, early 1960s, it came into full bloom only by the late 1980s and early 1990s (Karvalics 2003, 144-163) – a period within which examples for the global presence of certain canonical texts and figures in visual culture also started to be investigated (see, for example, Annus 2012). In this paper, I will contribute to this expanding academic endeavor by having a look at some outstanding femme fatale figures from the 1990s. László Z. Karvalics also adds that information society is organized around knowledge, and through information and knowledge innovation and change are produced which are also core aspects of this construction of human civilization (2008, 34). Catherine, Meredith and Bridget are all embodiments of this new type of femme fatale, who manages to upgrade the information-juggler/manipulator (relatively static) figure into a technically competent, educated, experienced, dynamic and professional worker within information society. In a great part, these characteristics, abilities and competences make them look more aggressive, arrogant and ambitious, while undoubtedly, more successful and free, as well. 

	Let us see then how this new type of femme fatale evolved out of its pre-information society form. Although femme fatale figures have always been present in the history/ies, cultures, literatures and arts of mankind the female figure that we call femme fatale per se appeared only in the late nineteenth century (Praz 79, 154). Mary Ann Doane also adds that “[h]er appearance marks the confluence of modernity, urbanization, Freudian psychoanalysis and new technologies of production and reproduction (photography, the cinema) born of the Industrial Revolution” (1). Hence, it is evident that our current image/figure of the femme fatale emerged as a result of innovation, scientific, technological and economic development as well as cultural and societal changes (in addition to the anxieties and fears that these involve). A femme fatale per se is, consequently, a child of industrialization, technology and scientific progress; a cultural construction of these changes and processes. Since information society is also referred to as post-industrial (Karvalics 2008, 30) the femmes fatales within information society are the upgraded versions of these prototypical femmes fatales of industrialization. In a very real sense, this stereotypical depiction of women in US culture, in part, had contrasted to normative constructions of racialized gender roles in the pre-industrial period (see Vajda 2008; Vajda 2012).

	Doane claims that due to these (early) processes and changes the sexualized figure of the femme fatale was turned into a place of “imbrication of knowledge and sexuality, of epistemophilia and scopophilia” in order to acquire truth and knowledge (1). Through the intertwining of scopophilia and epistemophilia the visuality of the femme fatale became a supposed source of information and knowledge while her appearance and body seemed to be a gateway to these, of which the femme fatale was clearly aware and capitalized on it. Evidently, with the help of technical development and the improvement of the modes and techniques of visual representation the femmes fatales of the pages, canvasses and the stage invaded the screen, as well: “[a]lthough her origins are literary and pictorial, the femme fatale has a special relevance in cinematic representation, particularly that of Hollywood insofar as it appeals to the visible as the ground of its production of truth” (ibid). This way, the textual as well as the visual femmes fatales (in and outside Hollywood) were/are considered to be visible signposts that lead to truth and knowledge (although usually as negative examples) (ibid), in the meanwhile, all the fears and anxieties generated by ‘the unknown and unknowable’ were projected onto their body thus turning them into dual sources of knowledge and non-knowledge. 

	Doane also suggests that a femme fatale is generally a ‘non-conscious wrong-doer,’ (2) which would imply that she is a passive figure who does not or cannot control the flow of information and the management of knowledge which is otherwise the source of her power. Doane’s supposition is not correct since a femme fatale (either during the 1940s or the 1990s) is always fully aware of her abilities, she is entirely capable of recognizing the possibilities and opportunities that can facilitate her success and is very apt at obtaining the information and knowledge that help her achieve her aims. Thus, a femme fatale is not only active, conscious and knowledgeable but also knows how to control the revelation and/or concealment of information concerning herself and any other source or piece of information outside of herself that lies in her interest. All this is enriched by the achievements, improvements and advantages of information society in the case of Catherine, Meredith and Bridget since technology and information management as prosthetic devices only heighten their productivity and effectiveness. 

	The pre-information society femmes fatales could mostly rely ‘only’ on their body as a tool in achieving their aims since, at that time, the technological development was not that advanced as, for example, in the 1990s. In their schemes of information management, or rather manipulation, the technical devices used were mostly only telephones and cars but nothing more, so, instead of technology they had to capitalize on their corporeality with great emphasis. However, by the 1990s, this got enhanced by the possibilities provided by technology and information science. This does not mean that the body and the materiality of ‘high-tech’ femmes fatales descended into oblivion or their corporeal specificities lost their ‘charm;’ it just means that by that time, their intellectual and mental capabilities gained greater prominence. A femme fatale such as Phyllis Dietrichson in Double Indemnity (1944) or Elsa Bannister in The Lady from Shanghai (1947) could mostly rely on their physical attractiveness and conceal that they have brains. By contrast, Catherine, Meredith and Bridget can and do use their brains without hiding this, what is more, they are paid for it. They also use their attractive appearance and body in their fatal machinations but they can achieve more than their predecessors who could only use a telephone as a mode of (tele)communication or an information conveying device. 

	By using computers and other various technical devices, searching on the internet or in data bases etc. Catherine, Meredith and Bridget surpass their forerunners. What is more, except for Catherine, who is a writer (and her own boss in every sense), both Meredith and Bridget are in leader positions (executive, vice president and lead manager) at companies that are in information sectors: a computer and an insurance company: “Digicom Corporation” and “Interstate Insurance Company.” They work with computers, databases, write emails etc., there are also early types of mobile phones (wireless phones) used in these films (although by today’s standards these technical devices are outdated and slightly ridiculous, at that time, these – also the computers and their operational systems – were latest developments), and Meredith even appears in a computer game-like animation. Although Catherine is still not so technically-adept and professional as the other two femmes fatales, she is also a master of information and contemporary technology as she is able to get any kind of data and even personal information about people (computers are also present in this film but newspapers are more strongly presented as sources of information), and for example, she is able to cheat the lie detector. 

	Although they are not devices of information I would like to mention cars because they facilitate movement and ensure mobility as well as freedom (and evidently can contribute to the acquisition of information). It is true that some femmes fatales of previous times also drove cars, for example, Phyllis Dietrichson, yet, this ability or competence is not highlighted in the case of ‘early’ femmes fatales. The femmes fatales of the 1990s are usually good drivers (as well), what is more, Bridget even drives a car that has an air bag (which helps her out of trouble once) – all this also proves their independence and their technical affiliation or skill. And it is also to be noted that these modern technical devices they are shown with or shown to operate on screen are never household devices or appliances (such as a new washing machine, a vacuum cleaner or a mixer, the only exception is a refrigerator) but almost always working devices such as type writers, telephones, computers etc., which also highlight their non-domesticity and professional side. Additionally, they are mostly shown out of private spheres and houses, homes, family surroundings; except when it is necessary minimally or concretely to present the disfunctionality of these. Catherine, Meredith and Bridget are all mostly shown outdoors (in the street, in front of buildings, on the road etc.), at an/the office (their own or somebody else’s place of work or a legal setting), in an office building or in any other public place (pubs, bars, dancing places etc.) but not at home. The femmes fatales of earlier times were still mostly confined to their homes, their marriages and their ‘family’ (mostly represented within walls, generally, in their homes) – from which they usually tried to escape. 

	Another significant feature of location (but it is generally valid in the case of femmes fatales) is that everything happens in an urban setting, what is more, in a major city or even a metropolis. Even when they are at home, they eat, drink, get dressed etc. – evidently these are all functional activities; it is not about going home for rest, shelter or a homely feeling – or they go home to have sex (but not necessarily because, for example, Bridget has sex with Mike behind the bar where anybody can see them). In addition, for example, Catherine being a writer evidently has a ‘room of her own,’ a room for work at her house/home. Actually, none of these women has a home per se. Traditional femininity and the domestic sphere are detached from these women; certainly, it still can be found in the film but in relation to other minor women who are counterparts of these leading female figures, as opposites of the femme fatale: as the (post-) modern ingénues of the late twentieth century. Additionally, all three women – Catherine, Meredith and Bridget – display certain masculinity. They are not explicitly masculine or muscular but quite athletic and androgynous (and Catherine is also bisexual). They are not typical feminine females in their looks or behavior either. They are stylish and wear some feminine accessories (such us long hair, earrings, high heels etc.) but they are not typical and ideal feminine ladies, they are professional working women. 

	Thus, it is evident that by the 1990s, the femme fatale figures managed to break out of the ‘institution of the home.’ Dawn B. Sova calls the 1980s a limitless decade that opened up the cinematic representational realm of women immensely and made it possible (again) to allow women to work on both sides of the camera while also making female characters more versatile and complex. This developed further during the following decade, as well. (Sova 168, 181-196) The 1990s turned out to be a significant time for women in general, and a great change occurred in their visual representation likewise. After Thelma & Louise (1991), the genie was out of the bottle. Barbara L. Miller states about this film that it “portrayed a type of female empowerment that was possible only then. This type of empowerment simultaneously speaks to the limits of Hollywood conventions and the changing political and social attitudes of the early 1990s.” (Miller 203) While reflecting on Sharon Stone’s two major violent woman roles – in Basic Instinct (1992) and Diabolique (1996) – Susan Knobloch declares that her star image often works in two opposing ways (even at the same time), on the one hand, in a feminist way, while on the other hand, as an antifeminist “backlash” (125). She also adds that “[i]n Stone’s work we can investigate the intersections of thirty years of recent feminism with the archetypal Hollywood figure of female violence, the ‘spider woman,’ or femme fatale” (Knobloch 126). 

	According to Yvonne Tasker, in some outstanding films during the late 1980s and early 1990s that featured violent women (such as Ripley in Alien (1979), Sarah Connor in Terminator 2: Judgment Day (1991), Clarice Starling in The Silence of the Lambs (1991) etc.) there was a great attempt to create strong, skillful, successful and professional women who were, at the same time, feminine (maybe, even in the traditional sense) and sexually attractive thus presenting full and real female characters (67-69). Tasker also claims about the neo-noir femme fatale that although this new femme fatale is still defined by “her seductive sexuality […] the deceptions, disguises and confusion” she is always “an independent woman,” (120-121) who is also often a professional in some field, for example, in the films under discussion: computer technology in Disclosure, insurance and financing in The Last Seduction or being a successful writer in Basic Instinct. These working women – Catherine, Meredith and Bridget – are all financially independent and successful while being good at their jobs. However, it is also true that the new noir femmes fatales usually follow the trajectory and conventions of the 1940s film noir femmes fatales, yet, there are certain changes such as the explicit presentation of sexual activity or sometimes it occurs that the femme fatale figure can “be successful in her schemes,” for example, in Body Heat (1981) (Tasker 122-125), in which Matty Walker manages to get rid of her husband, her lover and her alter-ego while inheriting all of the money and living happily ever after incognito. 

	Stella Bruzzi, similarly to Tasker, also opines that in many of the films produced during the 1980s and 1990s “subjectivity resides more with the woman than the man” in spite of the also present “backlash” during this time, and that the scheming and alluring professional women of this era did/do not lose their “castrating potential” while more and more of these “cool, phlegmatic heroines out-smart all the men and get away with it” (127). Bruzzi also emphasizes that these (post-)modern lethal women are “professionally successful,” and while they “usurp the traditional social male role” they are still not entirely and merely defined on the basis of their looks (ibid). As an outstanding example, both Bruzzi and Tasker mention The Last Seduction (1994) as Bridget is able to combine femininity, glamour, style and professionalism with ease while she is a “knowing dominatrix” and is fully competent (Tasker 130-131), what is more, she is the professional person in focus while the men are the ones who want to get married (to her) and are presented as the homemakers (Tasker 134). In addition, she also manages to achieve everything she wants: she gets rid of her husband as well as her lover, destroys all evidence against her, gets all the money and can live freely and independently ever after, probably in New York that she loves. 

	In Disclosure, as Yvonne Tasker opines, instead of the suggested message of the film (on the posters and in advertising): ‘Sex is Power,’ what we find is that technology is power (131). And in this film it is the high-tech female who is in the power position much rather through her technical competence than her sexuality, which is quite ironic since the scheme was that she seduces her former lover and destroys him through their sexual encounter but she fails and manages to threaten him ‘only’ through technology and her professional skills. She is quite an information society femme fatale whose sexuality and body are secondary to her informational and technical skills, a real ‘info femme fatale.’ In my opinion, it can also be considered a cultural backlash of the film that a female boss is charged with sexual harassment (although rightfully and duly) at a time when in the US sexual harassment charges were becoming more and more frequent and these were usually women employees who sued their male bosses (probably rightfully and duly). Meredith thus tries to destroy and ‘delete’ Tom by technical-informational means instead of the physical-sexual scenario. Among the three films that I discuss in this paper, this film and this female figure target most directly and treat most fully the issue of information society and the question of gender relations within this. The film seems to suggest that within information society the combination of technology and women produce indestructible feminine power. 

	Though it is technology rather than sex that is power in the high-tech world of Disclosre, the film does its best to conflate the two, operating a gendering of technology in which the two forces are seemingly aligned to displace the ‘average white male’. This conflation is literalised in the image of a virtual Meredith Johnson (Demi Moore) deleting files in cyberspace as Tom Sanders (Michael Douglas) looks on powerless, having been ‘locked out’ of the system. […] The film makes little of the location of production outside the States, highlighting instead the rise of women professionals and new technologies as the defining features of a changing American capitalism that leaves Sanders vulnerable. (Tasker 131)

	Nonetheless, in spite of the seeming triumph of the high-tech femme fatale Meredith eventually fails and is fired because it is still men’s world. I think it is rather significant that during their last conversation Meredith tells Tom that it was actually the men’s game at the company (the bosses and Tom), they were the ones quarreling, and it is her who is punished for it (the bosses,’ and primarily the CEO’s, incompetence and losing their/his nerve), and eventually she is the one who is fired (Levinson 2 h 00 min); and I would add that an elderly mother figure replaces Meredith at the company (who is, by the way, a competent and professional person). Nevertheless, Meredith does not seem to be bothered by all this and states that “I’ve had calls from ten head-hunters with job offers in the last hour. Don’t be surprised if I’m back in ten years to buy this place” (Levinson 2 h 01 min). In conclusion, Tasker calls her a “hybrid stereotype produced from a femme fatale defined by sexual power and an independent woman defined largely by professional success” (131) slightly suggesting a negative opinion that these types cannot be reconciled. However, previously she argues – with which I absolutely agree – that by the 1990s a new type of cinematic female type emerged that was the combination of “the independent woman and the femme fatale” as these types “complexly informed each other, transmuting into a new version of the femme fatale which comes to situate her as a powerful woman whose threat quite overtly lies in the context of work” (121), and who is “often cast as career woman” (135). These women are all this type, the new femme fatale, who stepped out of the dysfunctional domestic sphere (typical of film noirs, for example) into the public sphere and the job market: an independent professional woman, a sexually confident person and a complex female/feminine subject. They are phallic women who possess “professional and sexual power” (Bruzzi 132), and are the outcome of information society. Thus, the femmes fatales within information society – especially Catherine in Basic Instinct (1992), Meredith in Disclosure (1994) and Bridget/(Wendy) in The Last Seduction (1994) – are much more able, competent, successful, and in effect, more dangerous or apparently even more aggressive than their predecessors.
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	Typically, in his presidential years, Thomas Jefferson took pains to devise plans for the assimilation of Native Americans whom he found fundamentally different from Euro-Americans in their habits and lifestyle.13 One important aspect of related intellectual work was his understanding of the importance of intergenerational relations – a problem that has received barely any attention so far.

	In this paper I will argue that the key to understanding Thomas Jefferson’s blueprint for the assimilation of Native Americans lies in an epistemological shift that he identified with the problem of intergenerational relations. Jefferson’s conception of Native Americans as pre-modern people was embedded in the more general mindset of the American Enlightenment and was largely built on the special relationship between generations having epistemological implications. More specifically, I claim that Jefferson demanded indigenous people living in US territory to change their attitude to intergenerational relations, abandoning the principle of generational interdependence. He thought that this change would be a means of preparing them for a cultural shift from a traditional to a modern way of social existence. Thus, Jefferson in fact called for the destruction of intergenerational ties among Native American communities along with an epistemological transformation. He advocated all this, however, in a way that the connection can only become obvious if one turns to texts different than ones directly addressed to his Native American “children.” 

	Before discussing Jefferson’s analysis of the intergenerational theme, I will briefly refer to its presence in the secondary literature, then giving an overview of his understanding of Native American cultures.

	The most extensive discussion of the problem of generations in Jefferson’s thinking to date has been offered by Herbert Sloan (2001). Nonetheless, Sloan concentrated on Jefferson’s general position on the topic mainly in view of debt, leaving out Native Americans from his perspective. Peter Onuf has also addressed the issue more specifically, in relation to blacks (2000a) and in general, in connection with Jefferson’s conception of nationhood (2000b), but with no particular analysis of intergenerational relations among Native Americans as discussed by Jefferson. In his Thomas Jefferson and American Nationhood (2012) Brian Steele also refers to the problem briefly but mainly in relation to Jefferson’s emphasis on the continuity between the revolutionary generations and future ones (of white American males) (46-49). Such continuity is also emphasized by Harold Hellenbrand (1990) but with a strong element of disruption of parental ties as an important moment in the process to independence through education and the development of common sense (70-85). On the whole, these works do not address the problem of generations in relation to Native Americans, let alone the context of the broader theme of modernity.

	In order to assess Jefferson’s conception of generations in relation to Native Americans, I now turn to his general ideas about the indigenous population of North America. 

	Jefferson developed a world view in which white men represented the standard by which the “natural order” was constructed, while Native Americans stood for deviation from it. Accordingly, for him, in historian Bernard Sheehan’s words, “The Indian’s way of life set him off from the exemplar of humanity – the white man – and consequently, from the accepted attributes of his type.” This is why Jefferson wanted to bring Native American life closer to the “natural order” (19). He regarded this “natural order” as one based on the principle of gradation, with different species occupying places of varying degree of development as discrete links in a “Chain of Being.” As far as humans were concerned, Jefferson also assigned different positions to them in this system, white people being the most developed group. For him, Native Americans lived in the state of “barbarism,” which he associated with the hunter-gatherer stage of social development as identified by cultural theorists of the age (Sheehan 24-26; Egerton 77, and Jordan 438; Meek 68-126 and McCoy 18-20).

	Despite his unequivocal categorization of Native Americans as a group of humans falling behind white Europeans in social and cultural development, Jefferson had a rather positive view of his Indian neighbors. Unlike with regard to blacks, he was certain that Native Americans belonged to the species “Homo sapiens Europaeus,” sharing features of intrinsic identity with whites. He attributed the differences between them to the environment and their way of life ultimately derived from their nomadic culture. Thus, on a better diet, he claimed, for instance, Indian males would improve in physical conditions and stature. (Jefferson, Writings 187; Boulton 482; Jordan 478). He also regarded Indians as ideal republicans, having “natural virtues of the human race in its childhood,” in historian Peter Onuf’s words (Jefferson’s Empire 24; see also Boulton 483). 

	At the same time, Jefferson believed, the cultural difference from whites made Amerindians incapable of living together, and hence the alternatives available for them was either “assimilation” into white society or “extinction” as a race. Unable to resist the pressure of white migration driven by the land hunger and with their hunting grounds shrinking, they were compelled to move to the farming stage of development. Through their move to a sedentary form of life they would, in turn, catch up with their white neighbors and cultural assimilation could take place. In any other case, Jefferson argued, they were doomed to extinction. He was even ready to expel them beyond the Mississippi River should they refuse to make the expected cultural transformation (Onuf 2000b 16; Sheehan 25-26). Above all, he expected Native Americans to give the redundant portion of their lands over to whites after they reached the farming stage of social development. (Sheehan 169, 174, and 246-47 on removal. See also Grinde 193-208).

	He showed an ambiguous attitude toward Native Americans before making policies as president with regard to their assimilation. In the first place, he took pains to record their culture on the brink of disappearance, and although holding them inferior to whites, he connected white American identity to them, thereby using them as a means of promoting the latter as explored in his Notes on the State of Virginia (1787) (Sayre 2009 67, 69, 70).

	Jefferson’s practice of assimilating Native Americans was based on the idea of “civilizing” them on location, that is, he did not embrace the earlier model of separating the young generation of indigenous Americans from their homes and families, raising them in boarding schools. Employing agents to contact and guide tribes in the process of assimilation, he also believed in the responsibility of the state to supervise the process. Thus, through treaties made with the Indians he would arrange for supplying tribes under “civilization” with the necessities enabling them to shift to farming. Nonetheless, he also promoted their selling more of their land, thereby acquiring the necessary assets to buy more supplies and equipment (Wallace 278-85, 292, 298-300.) There were obvious differences between various tribes in terms of their readiness to adopt white culture. Southern tribes such as the Creeks and Cherokees had already shifted to agriculture, male members of their society having been engaged in cultivating their lands, yet they were reluctant to give up their hunting grounds because of the need for the income that they yielded (Wallace 300, 304).

	Jefferson also allowed for the use of violence in promoting assimilation amongst Amerindians, as he revealed privately to William H. Harrison in 1803: “[W]e presume that our strength and their weakness is now so visible that they must see we have only to shut our hand to crush them, and that all our liberalities to them proceed from motives of pure humanity only” (Jefferson to Governor William H. Harrison, February 27, 1803, in Jefferson 1984 118). 

	He also encouraged the Native American population along the western borders of the United States to give up their lands in order to accommodate white settlers. It was part of his plan to strengthen national security in the Mississippi River Valley in the face of French threat. Nonetheless, several tribes of the Ohio Valley refused to cede land to the United States (Owens 417, 425). This was, in part, a consequence of William Henry Harrison, Jefferson’s agent for the Northwestern tribes, using tactics such as bribery and dividing resisting tribes in order to further successful land cessions (Owens 432, 435.). All these moves were strongly connected to Jefferson’s understanding of generational relations.

	Jefferson’s conception of generations was based on the model positing them as isolated entities. He expressed such a view in connection with landed property rights and debt in a letter to James Madison, arguing that “by the law of nature, one generation is to another as one independant [sic] nation to another,” and “between society and society, or generation and generation, there is no municipal obligation, no umpire but the law of nature.” (September 6, 1789, in Jefferson 1984 962). By this, he meant that generations were not connected to each other in a fundamental sense. He was most interested in this in view of debts asserting that financial obligations incurred by one were not to be bequeathed by the other: “no man can, by natural right, oblige the lands he occupied, or the persons who succeed him in that occupation, to the paiment (sic) of debts contracted by him,” he asserted. (959-60) 

	Such features of Jefferson’s thesis about generations ultimately lay in his assumption about land use and related financial obligations. His tenet “that the earth belongs in usufruct to the living” (959) implied that land owned by a living person was not to be used to pay off the debts of the same person after his death. “For if he could [arrange for that]”, Jefferson claimed, “he might, during his own life, eat up the usufruct of the land for several generations to come, and then the lands would belong to the dead, and not to the living, which would be the reverse of our principle.” (960)

	This, at first sight, would be to suppose that Jefferson hoped to save one generation from the obligations of the previous one by disapproving of the latter “eating up the usufruct of the land for several generations to come.” He, however, went further than that, in fact, emphasizing the separation of later generations from the former by advocating their exemption from assuming obligations for the fathers’ debts. Furthermore, his principle put no limit on the spending of the fathers as well, who, to Jefferson’s mind, would have no scruples over contracting debts affecting later generations. Jefferson’s claim about the creation of the earth for all and its concomitant availability for anyone to labor it came from natural rights philosophers of the age (Sloan 1993 293). Such a right was, obviously given to those living having the need and power to live on the land.

	Jefferson also imagined generations to be independent of each other in terms of “subsistence” – in the sense that, as he wrote to John Taylor in 1816, “every generation com[es] equally, by the laws of the Creator of the world, to the free possession of the earth he made for their subsistence, unincumbered by their predecessors, who, like them, were but tenants for life” (Jefferson to John Taylor, May 28, 1816, in Jefferson 1904-5, XI 529). Like tenants replacing each other on the same tract of land rather than using it simultaneously, generations are also separated by the iron law of subsistence by land allotted to them by God temporarily.

	At the same time, Jefferson denied links between generations not only economically but also culturally and politically. “A generation may bind itself as long as its majority continues in life;” he wrote to Major John Cartwright in a letter on June 5, 1824, “when that has disappeared, another majority is in place, holds all the rights and powers that their predecessors once held, and may change their laws and institutions to suit themselves” (Jefferson 1984 1491-92; See also Jefferson to John Taylor, May 28, 1816, in Jefferson 1904-5, XI, 528-29). 

	According to historian Daniel Scott Smith, Jefferson applied the concept of generations in two senses of the word. In the first place, it designated a group of people born at the same time but becoming relevant as a generation only after turning twenty-one. In another sense, however, generation meant to him various age groups together retaining their majority position in relation to other generations only until a certain point of time (Smith 597). Jefferson deemed the size of population “stable,” “one changing in size but with constant birth and death rates and no net migration.” Under such circumstance, it is the number of births that becomes the key factor in “the length of a generation” (Smith 595). For him, this time span was 19 years, thus signifying the duration of a generation. The length of time that a new majority of generation in America took to take over was, in fact, 14.3 years (Smith, 607) and not 19 as computed by Jefferson. Jefferson also had faults in his calculations concerning generations because of his ignoring mortality and fertility rates over time as a determinant of the size of populations and consequently, generations (Smith 603).

	All this, Jefferson argued, also had implications for a constitution made for a given nation: one generation, he thought, should have the power to devise such a document that the next would have the power to change and tailor to its own needs and dispositions. Hence, he claimed in his letter to Madison, “no society can make a perpetual constitution, or even a perpetual law. The earth belongs always to the living generation.” (Jefferson 1984, 963) Hence, with the passing of one generation the laws that they made lose force and become null and void. For him, nineteen years was also the time period before a constitution could be changed by a new generation having become a majority (963).

	The separation of generations in Jefferson’s system of thought was also underpinned by his conception of the dead, for whom the living, he asserted, were to feel no obligation. “Can one generation bind another and all others, in succession for ever?” Jefferson asked in his letter to Cartwright giving an answer immediately: “I think not.” “The Creator has made the earth for the living, not the dead. […] The dead are not even things. The particles of matter which composed their bodies, make part now of the bodies of other animals, vegetables, or minerals of a thousand forms. To what then are attached the rights and powers they held while in the form of men?” (Jefferson 1984, 1493) One major innovation that Jefferson introduced through his formula about political change, rights, landed property, and generations was the fact that he replaced the concept of the people with that of one of its cohorts defined through time limits. He did so emphasizing the exemption of generations from obligations to each other and hence, one should add, their discontinuity (Sloan 1993, 297).

	Past generations, hence, counted as nothing in Jefferson’s scenario of cultural heritage and succession: rights, laws or debts belonged to one generation only. Furthermore, the material separation of one generation from a living one also amounted to a cultural one. Sloan has pointed out that Jefferson’s idea of the separation of past and present and the separate rights that generations could assume came from the more general cultural concept of “the  dead hand of the past.” It was a more general Enlightenment cultural conception of the past as having no binding upon the present (Sloan 1993, 294). For Jefferson, then, a new generation of the same people should necessarily have the chance to implement cultural change because of its difference from the previous one. Jefferson’s legal and rational interest in the separation of generations from each other contrasts sharply with the notion of cultural continuity prevalent in the thinking of post-Enlightenment intellectuals who preferred to stress the important role historical and cultural continuity had in the life of civilizations, like Edith Wharton did (Kovács 2017, 2019 and 2021, 10). 

	The concept of generations tied to that of cultural separation also occupied a pivotal position in Jefferson’s theory of black slavery, and his related views shed light on the theoretical application of his principles that he also found valid for Native Americans. As Peter Onuf has demonstrated, also thinking about blacks as divided by generational lines, Jefferson’s plans for the emancipation and expatriation of American black slaves ultimately rested on the notion of the sovereignty and total independence of generations. When he proposed the manumission of black children in Virginia after the year of 18 for girls and 21 for boys, he was willing to separate offspring from their parents, the former being colonized, the latter to be left in bondage, never to see their children again. Yet this was to follow naturally from his maxim that each generation should be ready to govern itself from the moment of reaching full maturity. In such a case, the only emotional factor to be involved in the separation would be the generational “altruism” of the parents of these children who would let the latter go while themselves would not benefit from the act of emancipation (Onuf 200b 155, 156). By contrast, in the case of Native Americans, the cultural transformation that Jefferson suggested was to affect young and old alike, and in his direct addressing leaders of Amerindians, he rarely referred to the problem of generational differences. It was in different contexts that he seriously connected the case of modernization among them with his generational epistemology, and he did so with deeper cultural considerations in mind.

	Historian David Noble has pointed out that in contrasting traditional cultures with their own vision of a modern one, western middle-class men believed that they could live in a world without generational interdependence and responsibility. They based this perception on another contrast that they set up between pre-modern and modern societies, deeming the latter superior in terms of rationality. To them the traditional world seemed irrational because it was characterized by the cycle of scarcity and plenty, which was in fact also linked with the generational cycle of birth, growth, death, and rebirth. Hence, they imagined a universe for themselves in which they could escape the finite world of generations, avoid recurring scarcity, and find permanent plenitude. As part of their desire to leave all this behind, in tandem with children and women living in the irrational world of domesticity, modern western elites hoped to find the possibility of realizing their illusion of permanent growth in the market place, free from generational interdependence. They therefore hoped to escape the home of irrationality with several generations living together and believed that in doing so they could also escape the cyclical pattern of generational relations together with the cycle of plenitude and scarcity in the hope of permanent abundance (Noble 2012, 10). 

	In British America, such a state of mind developed in a specific way regarding indigenous population the period between 1789 and the 1940s, the Anglo-Protestant elites’ conception of the continent became part of their effort to see the United States in opposition to the Old World. This attitude was informed by the modern conception of progress and its links to notions about freedom and the nation-state as well as a desire to build an empire in the New World while denying the parallel use of violence and power. Appealing to principles of the Enlightenment, white Protestant male elites of the United States thought other peoples to be irrational, having meaningless histories and cultures, and existing outside the boundaries that designated the exceptional people of freedom and nationality that they identified with the US. In this vision indigenous cultures, for instance, appeared just as meaningless and irrelevant as those developed by Euro-Americans living south of the United States. (Noble 1996) An enthusiastic champion of the Enlightenment, Jefferson was an active participant is such cultural work as far as his relations with Native Americans were concerned as well as the problem of generations and followed such principles in implementing his blueprint for the assimilation of Indians.

	Jefferson openly supported the acculturation of Native Americans and was ready to offer them help in connection with their wish to grow in knowledge, i.e. to make the expected cultural transformation. He did so, for instance, when addressing John Baptist de Coigne, (also known as Jean Baptiste Ducoigne) chief of the Kaskaskia tribe in 1781, during the War of Independence. Jefferson’s original purpose was to assure him and his tribe of the friendship of the American Patriots, and keep them from turning to the British as allies. The lure that Jefferson offered for friendship was the care and sustenance that American whites would provide for friendly Indians lasting longer than the one secured by the British. The latter, losing ground in the war, were soon to leave their former allies behind, whereas the Americans would provide lasting care. He set a contrast between tribes supporting the British and friendly ones: “They are clothed for a day, and will be naked for ever after;” he wrote, “while you, who have submitted to short inconvenience, will be well supplied through the rest of your lives. Their friends will be gone and their enemies left behind; but your friends will be here, and will make you strong against all your enemies.” (Jefferson 1984, 554)  

	Part of the care that Jefferson offered to the Indians was an effort to familiarize them with white ways at the request of Natives. This process of acculturation, he believed, was to the benefit of the tribe and included teaching them cultural traits that would make them similar to whites. As he continued in his address to de Coigne, “you ask us to send schoolmasters to educate your son and the sons of your people. We desire above all things, brother, to instruct you in whatever we know ourselves. We wish to [teach] you all our arts and to make you wise and wealthy.” Yet, he added, all this could happen only after the war was over. (554) 

	That was the time, in fact, when Jefferson had the chance to implement his program of assimilation as president of the United States. The gist of the change that he expected of various tribes in general consisted in the move from the hunting stage of stadial development to the agricultural one. This, he assured Handsome Lake, the Seneca leader, in his address of November 3, 1802, would result in a beneficial transformation of the standard of living for them. “Go on then, brother, in the great reformation you have undertaken,” he encouraged the chief. “Persuade our red brethren then to be sober, and to cultivate their lands; and their women to spin and weave for their families. You will soon see your women and children well fed and clothed, your men living happily in peace and plenty, and your numbers increasing from year to year.” Finally, as he assured Handsome Lake, in this enterprise, he would have the whole support of the United States (Jefferson 1984, 556). Jefferson, then, assumed the low quality of life and scarcity of necessities in the present state of the people of Handsome Lake and the promise of plenitude that he connected with the expected reform. 

	Jefferson understood the superiority of the sedentary, agricultural way of life to the traditional one in terms of productivity and efficiency, promoting this position among Natives. Farming, he believed, would yield more food as well as raw material for subsistence than hunting. As he explained in a message of his to the Choctaws, “A little land cultivated, and a little labor, will procure more provisions than the most successful hunt; and a woman will clothe more by spinning and weaving, than a man by hunting” (December 17, 1803, in Jefferson 1984, 559).

	Productivity leading to better life, at the same time, was available to the Natives, Jefferson asserted, urging them to imitate white Americans in developing farming habits leading to demographic growth and prosperity. This, for him, also implied the superiority of white culture over the Native American one: “Compared with you, we are but as of yesterday in this land.” … “Yet see how much more we have multiplied by industry, and the exercise of that reason which you possess in common with us. Follow then our example, brethren, and we will aid you with great pleasure.” (559-60) 

	This passage, nevertheless, also reveals how Jefferson associated the modern form of life, specifically agricultural activity with “industry,” suggesting the traditional way of life offering less space for hard work. Furthermore, it also highlights rationality as a factor in such great achievements, at the same time available to the Choctaws as well thereby facilitating their progress in further developing an agricultural way of life.

	In his public addresses, Jefferson proudly reported on the progress that “Indian neighbors” of Euro-Americans had been making. His assertion was based on his normative ideal of self-sufficiency that he expected Americans to live up to, rooted in economic activities encompassing “agriculture & household manufacture.” He concluded that those shifting to this model of subsistence had understood and accepted his tenet about its superiority over their traditional way of life, offering more efficiency in providing for themselves. “They are becoming sensible that the earth yields subsistence with less labor & more of certainty than the forst,” he said. Furthermore, he also made clear that all this change would also result in a new conception of political economy for the Natives and benefits for white society, their understanding  “it their interest from time to time to dispose of parts of their surplus & waste lands for the means of improving those they occupy, and of subsisting their families while they are preparing their farms.” Great efficiency in producing for subsistence thus allows Natives to have surplus both in terms of goods and land. The latter made it an object of exchange commodity in their interaction with whites with all the extra income they could desire (Draft of Jefferson’s Fifth Annual Message, December 3, 1805, in Jefferson 1904-5, X, 194; See also his Third Annual Message, October 17, 1803, in Jefferson 1904-5, X, 38; See also “Confidential Message on Expedition to the Pacific,” in January 18, 1803, in Jefferson 1904-5, IX, 424-32).

	Addressing the most developed of civilized tribes, the Cherokees, in 1806, Jefferson praised them for the progress they had made, and provided them with a plan for the next stage of the transformation into an agricultural nation: 

	 

	I see with my own eyes that the endeavors we have been making to encourage and lead you in the ways of improving your situation have not been unsuccessful: it has been like a grain sown in good ground, producing abundantly. You are becoming farmers, learning the use of the plough and the hoe, enclosing your grounds and employing that labor in their cultivation which you formerly employed in hunting and in war; and I see handsome specimens of cotton cloth raised, spun and wove[n] by yourselves (January 10, 1806, in Jefferson 1984, 561). 

	 

	Jefferson now made the point that other tribes lagging behind the Cherokees in acculturation, should take them for an example “and seeing what you are they are encouraged to do as you have done.” The application of technological devices such as “mills” for grinding grains will provide them with more time to produce more clothes for themselves (561).

	The next stage of development, as Jefferson anticipated, would be the establishing laws to protect private property, the consequence of the shift from a nomadic way of life to a sedentary one. All this would, in turn, happen in the name of rationality: the introduction of a legal system into tribal culture. “When a man has property,” Jefferson explained, “earned by his own labor, he will not like to see another come and take it from him because he happens to be stronger or else to defend it by spilling blood. You will find it necessary then to appoint good men, as judges, to decide contests between man and man according to reason and to the rules you shall establish” (561).

	Jefferson also admitted that the cultural transformation that he expected from the Natives was in the vested interest of white society, and mainly because of its expansion generated by population growth. The surplus land of Natives that would be produced by their giving up forests and lands would then serve to cater to the white surplus population. As he argued in one of his addresses, “[We] are descended from the old nations which live beyond the great water, but we and our forefathers have been so long here that we seem like you to have grown out of this land” (To the Wolf and People of the Mandan Nation, December 30, 1806, in Jefferson 1984, 564). This was, then, to be the end of the process leading Native Americans to acculturation, according to Jefferson.

	He also advocated his proposed model for tribes living beyond the Mississippi River outside of settled US territory, arguing that it would result in prosperity for them. They were to give up their nomadic hunting lifestyle and together with that, constant intertribal warfare. All that will result in better subsistence for them: “If you will cease to make war on one another, if you will live in friendship with all mankind, you can employ all your time in providing food and clothing for yourselves and your families.” (To the Wolf and People of the Mandan Nation, December 30, 1806, in Jefferson 1984, 565) 

	Jefferson explored intergenerational relations in the context of this blueprint for assimilation within the framework of his general assumptions about knowledge and education as key to its growth and progress in general. In his scheme different sorts of knowledge designated the dividing line between generations. This, on the other hand, had implications for his ideas about the relationship between generations of Native Americans. 

	As far as education was concerned, the core of Jefferson’s argument consisted in the idea that man in the abstract is capable of change, which he conceived of as a process leading to a more developed stage of human intellectual development. As he explored in the Report of the Commissioners for the University of Virginia in 1818 (i.e. the blueprint for the founding of the University of Virginia), “We should be far […] from the discouraging persuasion that man is fixed, by the law of his nature, at a given point; that his improvement is a chimera, and the hope delusive of rendering ourselves wiser, happier or better than our forefathers were” (Jefferson 1984, 461). For him, growth in knowledge was the result of one generation adding extra knowledge to the one bequeathed by the previous one thereby contributing to “the knowledge and well-being of mankind” (461).

	Growth in knowledge, as it concerns generations, at the same time, was a process, according to Jefferson, that also distinguished mainstream white Americans from their Native American “neighbors,” who, because of the epistemological homogeneity, he deemed dependent on the older generations. “What, but education has advanced us beyond the condition of our indigenous neighbors?”, Jefferson queried. “And what chains them to their present state of barbarism and wretchedness, but a bigoted veneration for the supposed superlative wisdom of their fathers, and the preposterous idea that they are to look backward for better things, and not forward, longing, as it should seem, to return to the days of eating acorns and roots, rather than indulge in the degeneracies of civilization” (461-62).

	Jefferson’s vision of generations of Native Americans was thus a special study in obsolescence: young generations should necessarily have an amount of knowledge more in time with progress than their “fathers” do the latter being obsolete by nature therefore. In this interpretation, the world of the fathers’ generation by definition represented an inferior one and a break with it was a step necessary for improvement, that is, transition from “barbarism.”

	Clinging to the fathers’ ways, Jefferson argued, derived from a pessimistic idea of progress, “that the condition of man cannot be ameliorated, that what has been must ever be, and that to secure ourselves where we are, we must tread with awful reverence in the footsteps of our fathers” (Writings 1984, 462). In other words, generations must necessarily differ from each other in Jefferson’s vision of progress. He saw their being connected epistemologically as an obsolete pattern by definition, associating it with a characteristic of pre-modern Native Americans not minding eating “acorns and roots.”

	In Jefferson’s vision, the dominant white civilization was to deal with any sign of the stagnation of knowledge – a major feature of the link he found between generations in Native American cultures influencing his open critique of Natives’ attitude to assimilation. The strong link between generations also accounts for his denouncing Native Americans for being reluctant to change. Their reverence for a state of affairs that he characterized as “barbarism,” with a diet of acorns and roots, was, in his eyes, an obstacle to changing their conditions. In his Second Inaugural Address, he depicted Native Americans as people captured by their “habits,” refusing to be governed by their “reason.” As he claimed, “they are combated by the habits of their bodies, prejudice of their minds, ignorance, pride, and the influence of interested and crafty individuals among them …” (Jefferson 1984, 520) The latter were the ones that discouraged Native Americans’ break with the previous generations, Jefferson argued. As he claimed, “These persons inculcate a sanctimonious reverence for the customs of their ancestors, that whatsoever they did, must be done through all time.” […] Moreover, such an attitude, according to him, was based on  the notion “that reason is a false guide, and to advance under its counsel, in their physical, moral, or political condition, is perilous innovation; that their duty is to remain as their Creator made them, ignorance being safety, and knowledge full of danger …” (520).

	In Jefferson’s argument, irrationality got yoked with stagnation, the unwillingness to change, which, in turn, he equated with rationality, and its antithesis, habit, seemed to him the major force among Native Americans. The representatives of this anti-progressive attitude, he argued, “find an interest in keeping things in their present state, … dread reformation, and exert all their faculties to maintain the ascendency of habit over the duty of improving our reason, and obeying its mandates” (521).

	We have seen above that Jefferson conceived of generations in a general sense as a cohort of people born at the same time and also in a relational sense, taking the majority of several age groups. In the case of the Indians, he clearly favored a third sense, that of the familial understanding of generations, that is, the age group of fathers contrasted to that of children.

	This, at the same time, had interesting repercussions with regard to intergenerational relations among Indians in Jefferson’s eyes. As historian Harold Hellenbrand has claimed, in his general views of the process of education, Jefferson emphasized the need for sons to develop a sense of independence from their parents, also replacing their love for them with that for their mentors. It was a crucial step in their maturing and becoming adults (Hellenbrand 84-85). This, however, also implied generational discontinuity in the case of Native Americans: the acculturation process for the children would amount to this process of education and independence from the generation of the fathers, with children shunning the latters’ ways in the name of rationality.

	Jefferson, then, through his denunciation of Native Americans’ reluctance to change and reform, connected the problem of generations in Native American culture with the problem of irrationality. Such a move was also part of his critique of the interdependence of generations and affirmation of the need to sever ties among them, turning them modern.

	Jefferson also understood that Native Americans had difficulty sustaining themselves in the face of invading settlers leading to the shrinking of hunting grounds. Hence, he believed, as has been seen, they were to be saved from disappearance by making them shift to agriculture. It would enable them to live on the land that they would be left with. At the same time, this change was to result in their transformation, too, in terms of moral and intellectual abilities. As he explained in his Second Inaugural Address, it was in such a spirit that he had promoted their assimilation: “We have therefore liberally furnished them with the implements of husbandry and household use, we have placed among them instructors in the arts of first necessity …” (Jefferson Writings 1984, 520) Nonetheless, he also experienced difficulty making certain Native Americans change to white ways, as we have seen. This mainly concerned tribes of the Northwest, who were reluctant to adapt themselves to the agricultural way of life, and thereby modernization, together with generational independence.

	Jefferson, then, through his denunciation of Native Americans’ reluctance to change and reform, connected the problem of acculturation of Native Americans with the problem of irrationality. He expected Native Americans to replace their exiting knowledge structure with a new one because he believed that a new generation was to come up with a new knowledge that had nothing to do with the old one, given that lack of intergenerational ties in modern cultures. That was the way in which they could become rational – only through a break with the old generational epistemology.

	A haphazard glance at Jefferson’s treatment of the Natives may surely result in a moralistic critique of his attitude to peoples he was ready to subjugate using violence even – as seen above. However, this has not been the purpose here. Jefferson himself believed that the shift to agriculture and assimilation were in fact doing good to his Indians, however contorted his benevolence may seem to many today. Such an attitude was the corollary of his being positioned in Anglo-Protestant culture, as seen above, and as such had consequences independent of any kind of moral judgment of himself or that culture. In this sense, it was primarily an epistemological and cultural problem.

	Jefferson seemed strict about his plans to save Native Americans by making them adopt white ways. Yet, by the end of his second term as president he was compelled to see that reluctance did remain with them. He took exception though, when, in 1808 he decided to pursue a different policy in the case of Cherokees allowing those of them who wished to remain hunters to exchange their lands for hunting grounds in the West. He was in fact willing to consent to their sticking to their old ways. He understood “how difficult it is for men to change the habits in which they have been raised.” (Jefferson to the Deputies of the Cherokees of the Upper and Lower Towns, January 9., 1809, quoted in Sheehan 248). Nonetheless, such exceptional lenience did not shake his thesis about generations of Native Americans: even though accepting the old generation being reluctant to change, he demanded the new one to part with old ways, customs, and generational culture. 
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Megjegyzések

		[←1]
	 The original version of this study was published by the title “Tradwomen of America: White, Angry and Feeling Betrayed.” Americana: E-Journal of American Studies in Hungary, Vol. 15, No. 1 (2019). Web: http://americanaejournal.hu/vol15no1/annus



		[←2]
	 The original version of this study was published by the title “’How does it feel to be a problem?’ Race and Ethnicity in Contemporary American Society.” Americana: E-Journal of American Studies in Hungary, Vol. 1, No. 1 (2005). 
Web: http://primus.arts.u-szeged.hu/american/americana/volIno1/annus.htm



		[←3]
	 David A. Hollinger (2000) in his criticism of cultural pluralism pointed out how this model relied only on cultural and social components in establishing equality as well as how it seemed to operate with fixed, biologically and historically given positionings. This essentialist approach failed to recognize the real plurality and the racial and ethnic mixture of the American population.



		[←4]
	 Linda Schlossberg, for example, argued that “[T]heories of identity and subject formation in the Western culture are largely structured around the logic of visibility…[where] passing becomes a highly charged site for anxieties regarding visibility, invisibility, classification and social demarcation” (2001, 3).



		[←5]
	 Based on ethnic and racial identification, a variety of feminist theories emerged, theologies, gay and queer studies, in all of which the specific racial and ethnic positionings were often basis for a variety of experiences within marginalization as well.



		[←6]
	 Hill (2000) claimed that this ideal, non-racial and non-ethnic society may come about when people choose to practice their right to forget their past and origin, along with the historical baggage attached to these identifications.



		[←7]
	 The original version of this study was published by the title “From, Delicate Absence to Presence: The Child in Edward Albee’s Alternating Families.” In Americana: E-Journal of American Studies in Hungary, Vol. II, No. 2 (2006): 2. 
Available: https://americanaejournal.hu/vol2no2/cristian-essay



		[←8]
	 The original version of this essay was published by the title"The Uses of Architecture as a Metaphor for the Critique of American Culture – Henry James’ The American Scene and Edith Wharton’s Italian Villas and Their Gardens" in AMERICANA E-Journal of American Studies in Hungary. Vol. VIII, No. 1 (2012) https://americanaejournal.hu/vol8no1/kovacs



		[←9]
	 The original version of this study was published by the title “Humor and Catachresis in Emily Dickinson’s Death Poetry,” AMERICANA, E-Journal of American Studies in Hungary, Volume XV, Number 1, 2019, available: http://americanaejournal.hu/vol15no1/toth



		[←10]
	 The original version of this study was published by the title “The Representation of Aggressive Women in Various Adaptations of Maurine Dallas Watkins’s Chicago,” in Réka M. Cristian and Zoltán Dragon (ed). AMERICANA, E-Journal of American Studies in Hungary, Volume IV, Number 1, Spring 2008. (ISSN: 1787-4637), available: http://americanaejournal.hu/vol4no1/toth



		[←11]
	 The original version of this study was published by the title “The Effect of Information Society on the Representation of Femmes Fatales in American Visual Culture” in American Studies and Visuality – on the horizon of information society. Zoltán Vajda and Zsófia Anna Tóth (ed). Special Issue: Proceedings of the American Studies and Visuality – on the horizon of information society Conference (the collection of the papers presented in English), AMERICANA, E-Journal of American Studies in Hungary, Volume VIII, Number 1, Spring 2012. (ISSN: 1787-4637), available: http://americanaejournal.hu/vol8no1/tzsa



		[←12]
	 The first version of this essay appeared as “Modernity, Generation and the Assimilation of Thomas Jefferson’s Indians” in  AMERICANA E-Journal of American Studies in Hungary Vol. XV, No. 1, 2019  http://americanaejournal.hu/vol15no1/vajda



		[←13]
	 On former efforts regarding the symbolic integration of the Native Americans into the American nation, see, for example, Annus 2007.
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