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Masculinities Journal

INTRODUCTION

Please welcome the second issue of the Masculinities Journal published
by ICSM, Initiative for Critical Studies on Masculinities (Elestirel Erkeklik
Incelemeleri Inisiyatifi). We are delighted to have received many
excellent contributions from readers after the debut of our journal and

we hope you enjoy reading some of them in this issue.

2014 has been a productive and challenging year for our initiative.
In addition to workshops in {zmir, Trabzon, Istanbul and Ankara in the
period 2013-2014, ICSM also organizes the first international
symposium to be held in Turkey on Men and Masculinities, during 11-13
September 2014 at Tepekule Convention Center, in izmir. We hope the
international symposium to serve as a major step to increase the
popularity of critical study of masculinities and awareness about gender
inequalities in Turkey and worldwide, and to provide support for pro-

feminist activism of men, in addition to feminist and LGBTQ activism.

The symposium and the second issue of the journal would not
have been possible without the voluntary work of ICSM members. I
would like to thank them all. In this issue, we have eleven contributions
from researchers worldwide: eight articles covering masculinity in
relation to topics as varied as dandyism, geekdom, motorcycle clubs and
being a Morrisey fan, a book review and two reports on workshops
organized by ICSM. The increase in the number of articles and the variety
of topics indicate that Masculinities Journal is gradually evolving into a

popular platform for scholars of masculinity worldwide.

This issue includes a diverse assembly of scholarship. In his article
“Missing from Masculinity Studies: Aesthetics, Erotics, Existence,”
Henning Bech focuses on the history of hierarchical and dichotomous
relations between masculinity and femininity. Bech discusses the
collapse of gender as a hierarchical and dichotomous relation, taking his
lead from several thinkers and critical theorists as well his own work in
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the field, and gives a detailed discussion on the transformation of gender
into a matter of taste.

Antoine Defeyt contributes with a discussion on the famous 19t
century figure “the dandy” as a sexual being. In his article entitled
“Masculine Plural and Singularly Masculine. Oscar Wilde, Charles
Baudelaire and Jules Barbey d’Aurevilly: Three Dandies Seen through the
Prism of the Masculinity of the Nineteenth Century,” Defeyt charts the
markers of masculinity and femininity that prevailed in the nineteenth
century and examines iconic figures of dandyism taking the attitudes to
masculinity at his explicit focus.

Ashley Morgan’s paper “The Rise of the Geek: Exploring Masculine
Identity in The Big Bang Theory (2007)” provides an interesting
discussion on the representation of geeks as a form of masculinity in
popular culture. Focusing on the worldwide famous US TV sitcom, The
Big Bang Theory, which derives much of its comedy from the encounter
of the scientists with the non-scientists, Morgan discusses different types
of masculinities as represented in the show and elaborates on how the
geek becomes a central character in popular culture, in parallel to the
decline in support of corporate capitalism and the increase of interest in
science, which alludes to a transformation of masculinities in popular

culture.

Kathryn King, in her contribution “But I Do Clean Up Real Fuckin’
Pretty: True Detective and Motorcycle Subculture Representation as
Spectacle and Diversion,” discusses how the subculture of outlaw
motorcycle clubs (0.M.C.s) is represented in the TV series True
Detective. King argues that the show’s representation of subcultures
reinforces misconceptions and occludes a larger discussion about race,
gender, and class in the United States.

José G. Anguiano in his contribution “No, It's Not Like Any Other
Love: Latino Morrissey Fans, Masculinity, and Class” focuses on Latino
fans of British musician Morrissey. Anguiano discusses the projection of
the image of Morrissey on Latino masculinity and, in comparison with

icons such as James Dean and Elvis Presley, examines how the love and
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desire felt for Morrissey transforms Latino masculinities beyond hyper
masculine American or Latino ideals.

Melinda Mills, in her piece “The Pleasures and Perils of the
Performance of Music, Masculinity, and Cool” examines performances of
masculinity in two songs from 1977 and 2013, which are linked by
allegations of copyright infringement. Mills conducts a comparative
analysis of Robin Thicke’s “Blurred Lines” (2013) and Marvin Gaye’s “Got
To Give It Up” (1977) and argues that some performances or forms of
masculinities remain the same despite several cultural transformations,
pointing out at the lyrical commonalities that normalize violence against

women and rape culture.

Hediye Ozkan in “Does Patriarchy only Oppress Female: The Role
of Masculinity and Fatherhood in Our Social Realm” discusses how
patriarchy plays a crucial role defining the roles of men and the concept
of masculinity, taking her lead from male characters of the popular
movie Babam ve Oglum (My Father and My Son, 2005). Ozkan underlines
the dominance of the father figure in the traditional Turkish family as

suggested in the film, and examines how men are shaped under it.

Terrance H. McDonald in his paper “Towards an Interrogation of
Masculinity’s Commodification: Deleuze’s Control Society & The Big
Lebowski” examines the commodification of gender in Coen brothers’
cult movie The Big Lebowski in the light of Gilles Deleuze’s theoretical
concept of control society. McDonald discusses the potential resistance
of creative and revolutionary subjectivities to the confines of late

capitalism.

In our book review section, Ronald Saladin from University of
Trier, Germany, reviews Manga Girl Seeks Herbivore Boy: Studying
Japanese Gender at Cambridge edited by Brigitte Steger and Angelika
Koch. This issue also includes two reports in Turkish on the workshop
organized by ICSM in collaboration with KASAUM, Center for Women'’s
Studies at Ankara University, on 26 April 2014. Beyhan Yeni from Ankara
University and Eda Acara from Queen’s University provide accounts of

the talks and elaborate on the discussions that followed.
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We encourage you to take a look at the second issue, keeping in
mind that Masculinites Journal is still in development. We consider the
journal as an important tool in communicating with activists and
members of NGO’s who work on men and masculinities in addition to its
role as a milieu of academic exchange between researchers worldwide
who have an interest in the study of men and masculinities. We welcome

any feedback, ideas and suggestions.

We cordially invite submissions for our next issue which will be
online in February 2015. We encourage contributions both in English
and in Turkish. Contributions in any form are greatly appreciated as we
seek to reach out a wider community and strengthen the expertise in this
field. We would like to thank also for the positive feedback and

encouragement that was given following the release of our first issue.

Cimen Giinay-Erkol,

On Behalf of the Editorial Board of the Masculinities Journal
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Missing from Masculinity Studies: Aesthetics, Erotics,

Existence

Henning Bech

University of Copenhagen

Abstract:

During recent years, the intersectionalist paradigm has become
prominent in gender studies. No doubt this has led to new and
important insights on hierarchical and dichotomous relations
between masculinity and femininity; as well as on the connections
between gender hierarchies/dichotomies and racial, ethnical,
religious, sexual and other hierarchies/dichotomies. However, the
time has come to ask whether analysing masculinity in terms of
hierarchies and dichotomies is turning into a bit of an automatic
machinery, repeating itself without due respect for the diversities
and nuances of the phenomena it wants to study. It must further be
asked if the intersectionalist paradigm should be complemented by
introducing other analytic frameworks that may help sharpen
attention to other relevant aspects. In particular, I want to discuss
the possible inspirations that might be taken from existential and
aesthetic thinking, as represented for instance in the work of Martin
Heidegger, Michel Foucault (after 1971), Roland Barthes (after
1971) and Michel Maffesoli, as well as including some aspects of my

own work in the field over 30 years.

Key words: Gender, intersectionalism, aesthetics, erotics, existence
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Erkeklik Calismalarinin Eksik Boyutu: Estetik, Erotik ve

Varolus

Henning Bech
University of Copenhagen

Ozet:

Son yillarda kesisimsel paradigma toplumsal cinsiyet calismalari
alaninda 6ne ¢ikmaya basladi. Siiphesiz bu durum hem kadinlik ve
rksal, etnik, dini, cinsel ve diger hiyerarsi ve ikliklerle olan bagini
kavramaya yonelik énemli a¢ilimlara sebep oldu. Buna ragmen,
erkekligi hiyerarsiler ve ikilikler {izerinden analiz etmenin durumu
kendini tekrar eden, otomatiklesmis ve asil sorunsali olan
farklilhiklara ve nuanslara gerekli hassasiyeti gosteremeyen bir
makineye doniisliip doniismedigini sorgulamanin vakti gelmistir. Bu
dogrultuda, kesisimsel paradigmanin diger analitik cergevelerin de
dahil edilmesiyle biitlinciil bir hal alacak olmasi1 diger ilgili
boyutlara da dikkatin yonelebilecegi olasiigiyla mutlaka
sorgulanmalidir. Ozellikle, bu calismada Martin Heidegger, Michel
Foucault (1971 sonrasi), Roland Barthes (1971 sonrasi) ve Michel
Maffesoli'nin ¢alismalarinda da temsilinin gériildiigii, varoluscu ve
estetik diisiinceden alinabilecek ilhamlari/esinlenmeleri tartismak
istemekteyim. Tartisma, bu alanda 30 yildan fazladir siiren

calismalarimdan da boyutlari icerecektir.

Anahtar Kelimeler: Toplumsal cinsiyet, kesisimsellik, estetik,

erotik, varolus
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uring recent years, the intersectionalist paradigm has become

prominent in gender studies. According to this, the world has

been - and still is - organised around the constructed hierarchies
and binaries of masculinity over and in contrast to femininity, the white
race over and in contrast to other races, western ethnicities over and in
contrast to other ethnicities, heterosexuality over and in contrast to other
sexualities, straight and normal over and in contrast to queer, etc. These
hierarchised dichotomies are generally criticised in terms of oppression,
marginalising and exclusion; there are also special terms of critique
associated with each of the hierarchised dichotomies, such as misogyny,
racism, xenophobia and heteronormativity. Moreover, not only do the
hierarchised dichotomies co-exist; they penetrate each other and
constitute each other so that nationalism is co-constituted by misogyni,
etc; and this interpenetration is what the term intersectionalism refers to.
(See e.g. Collins, Intersections; Crenshaw, Intersectionality; Lykke,
“Intersektionalitet”).

No doubt this analytical paradigm has led to new and important
insights on hierarchical and dichotomic relations between masculinity and
femininity, as well as on the connections between the hierarchised
dichotomies of gender and those of race, ethnicity, sexuality etc. However,
the time has also come to ask whether analysing masculinity terms of
hierarchy and dichotomy is turning into a bit of an automatic machinery,
repeating itself without due respect for the diversities and nuances of the
phenomena it wants to study. It must further be asked if the
intersectionalist paradigm should be supplemented by introducing other
analytic frameworks that may help sharpen attention to other relevant
aspects. In particular, I want to discuss the possible inspirations that
might be taken from existential and aesthetic thinking. I shall refer here to
works by Martin Heidegger, Michel Foucault (after 1971), Roland Barthes
(after 1971) and Michel Maffesoli, as well as some of my own work.

The main part of the paper will deal with some developmental
trends in ‘modern’ and ‘late modern’ societies that run counter to what

would be expected by the hierarchy-dichotomy paradigm. Indeed they
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concern the disappearance of gender hierarchies and dichotomies, as well
as the development of rather different social formations. My empirical
work has been on recent developments in Denmark; yet I believe that we
are dealing here with general trends in Western societies (and to some
extent elsewhere as well), although they take different shapes and speeds
in different countries.' I shall further take a look at some other aspects that
generally are not - perhaps cannot be - paid attention to by the hierarchy-
dichotomy model (and indeed have often been absent from gender

studies).

The explorations presented constitute what might be termed
‘scholarly qualified stories’. 1 intend them to be in accordance with
existing relevant material from empirical investigations (others’ as well as
my own), and | have aimed at exposing them to a reasonable degree of
critical theoretical reflection. But the stories - like all scholarship and
science, whether they realise their storied nature or not - have
dimensions transcending this, and to that extent they might well be
assessed in the light of their ability to lend some measure of perspective,
their capacity to make one see things in a different light, opening up new

possibilities.

The Construction of Modern Masculinity

start with a brief overview of some main characteristics of ‘modern’

gender developments, as they can be found in the West since the

beginning of the eighteenth century. In many respects, my version of
this is in line with much other, feminist work, yet there are also some
significant points of difference and changes of emphasis. In particular, I
want to point out the specific ways in which binary opposition in relation
to sexuality and aesthetics became central to modern gender
constructions (cf. Bech, “Mandslaengsel”; Bech, “(Tele)Urban”; Bech, When
Men Meet 131-6; Bech, “Gendertopia”; Bech, “Gender Game”).

From the latter half of the nineteenth century, women gained entry

into the domains hitherto considered to belong by nature to men. This
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was a revolutionizing development indeed, as gender differences had
largely been constituted through the performance of certain tasks and the
occupation of certain spaces. Thus, what might be termed ‘social’ gender
difference was problematized - perhaps there weren’t really, in the end,
any social tasks that women could not handle equally well as or better
than men.

Gender problematizing had been a developing trend in the West
since the eighteenth century (in some countries - France and England -
earlier than others). Its scope, speed and rhythm varied from one country
to another; generally, however, the second half of the nineteenth century
appears to be the period in which the advance of women had reached such
a level and had accrued such potential for increase that it was seen - by

many men, but also by many women - as a societal gender problem.

This is also the context in which a particular reaction of masculinity
takes place. A new kind of masculinity was constituted, having its centre
and base in the only thing that, indubitably as it might seem, women did
not possess. In short, masculinity was based on the penis and its capacities
(as well as, to some extent, the strength and speed of the male body - as
cultivated in modern sports). In the last instance, these appeared to be the
guarantee of the difference to women, and - from this point of view - of
male superiority over women. Thus, masculinity was perceived as
something to be actively demarcated as a binary opposition to and
hierarchical superiority over women - that is, precisely, the ‘opposite’ and
‘weak’ sex; and in this way gender relations took the shape of gender
struggle. Obviously, the constitution of this masculinity - as based upon
the possession of male sexual organs and the exclusive performance of
sexual acts with women - went in tandem with the social construction of
the modern ‘homosexual man’ and the modern ‘homosexual woman’

(more on this below).

In the process, there was also a change in the traditionally different
cultural wardrobes of each gender, i.e. in clothes, accessories, gestures,
postures and so on. The cultural wardrobe was transformed into a

superstructure regulated by and expressive of precisely that which was

10
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now taken to be the base of sex: the sexual organs and their capacities.
Psychoanalysis - that believed to have discovered the basic truth of
gender as such - was instead rather an agent in the production of modern
gender, and often purveying the ideological putty needed to make the

cultural wardrobe fit this new base (ties, stilettos, cigars, fur, etc.).

Now, some qualifications to this storyline. What I have summarized
so briefly is of course only one of the logics at work in the construction of
modern genders. It is however an important one, which generally has not
been given sufficient attention. Grasping it helps explain the severity of
the stress on oppositional dichotomy in relation to femininity in the
constitution of modern masculinity. It also helps explain how and why
masculinity became centred around (or indeed, ‘based upon’) sexuality -
an issue that has been obscure in the literature, although there has been
some talk of ‘compulsory’ or ‘obligatory’ heterosexuality also in relation to
men.l Moreover, recognizing this logic has far-reaching implications also
for writing the history of pre-modern and non-modern masculinities.
Thus, before the modern West, there was strictly speaking no
homosexuality and no heterosexuality; nor was there any male ‘fear’ of
women in the modern sense (women were perhaps feared to
‘contaminate’ men, but not to displace them); ‘sport’ did not exist; and
perceived ‘deficiencies’ in masculinity were not automatically considered
expressions of femininity (as manifested by the difference between, on the
one hand, eighteenth and nineteenth century discourses on masturbation,
and on the other hand, late nineteenth century discourses on
‘homosexuality’ and ‘inversion’). Obviously, I cannot go into detail with all
of this in a brief paper.iii

One should always be wary when confronted with statements on
general social entities (such as ‘modernity’, ‘the West’, ‘masculinity’ or
‘women’), or on historical ‘developments’, ‘trends’ and ‘logics’. The history
of masculinity, as Connell notes, is not linear; there is “no master line of
development to which all else is subordinated, no simple shift from
‘traditional’ to ‘modern” (198). Yet one should also be careful not to

dissolve history into limitless motions of infinitesimal differences, thus

11
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from the outset disregarding conditions of life and social changes that, at
particular times and places, are common to large numbers of human
beings and that they, at least initially, will have to take as the peremptory
base on which to shape their lives. From this point of view it makes sense
to speak of ‘modern’ conditions of life. More specifically, there is a
sociocultural conglomeration of factors and phenomena - urbanization,
visual media, industrial capital, state bureaucracy, parliamentarism,
gender problematizing, fashion, psycho-medical apparatuses of self-
analysis, etc. - which developed in the societies of the (north)western
world from the latter half of the nineteenth century, although with varying
dimensions and influence in different regions at different times. Gender
problematizing, then, is not something that gender is affected by when put
into an omnivorous container called modernity; rather, it is one of the
essential constituents of a sociocultural conglomeration that turned out to

be highly vigorous and influential.

Stating that gender problematizing is a constituent of modernity in
this sense does not mean that, in other or earlier social contexts, women'’s
and men’s spaces and tasks may not have overlapped at certain points or
occasions, or that the divisions have remained unchanged through time.
Nor does it mean that there were no transgressions of dominant gender
allocation in relation to spaces and tasks. Yet, before modernity,
transgressions (socially accepted or not) were limited to rather few

people or occasions.

It may appear surprising that intense social concern (indeed: moral
panic) over gender problematizing would occur in such a large area
during the same few decades of the late nineteenth and early twentieth
centuries. Yet, as pointed out by a number of social historians, during
these years similar kinds of concern about ‘femininity’ and ‘masculinity’
became major public issues in the US, Britain, and the societies of north-
western continental Europe. The spread of discourses from one region to
another was an influential element in this, but no doubt it was also related
to some amount of synchronism in the developmental rhythm of the

modern conditions alluded to above.

12
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It makes sense here, I think, to speak of men and masculinity in
more general terms, since these developments are not hegemonic in the
strict Gramscian sense, as referring to one group or ‘class’ of men
dominating other groups of men by ideological means, i.e. by managing to
present their own particular interests as if they were identical to others’.
Explicit and elaborate ideas on this masculinity were no doubt first
ventilated among certain strata of men, yet other groups did not have to
await their spread. Experiences and interests in reaction to the ‘threat’
from women would already be there among other men wherever women’s
advance made itself felt, and were able to gain expression without much
ideological support from the outside. Accordingly, in this case we would
not need to distinguish between, in Connell’'s terms, ‘dominant’ and
‘complicit’ masculinities, but simply between those men who reacted with
an emphasizedly oppositional, sexuality based and heterosexually centred

masculinity construction, and those who did not.v

Despite the importance of the development sparked off by women’s
advancing into ‘male’ spaces and tasks, it should not be forgotten that this
is only one aspect among others in the making of modern masculinity.
Each of the two genders would still to a considerable extent be influenced
(and internally differentiated) by the spaces and tasks it predominately
occupied, and the related power differential. Accordingly, the construction
of modern masculinity has also been influenced by changes in the spaces
and tasks related to developments in working conditions, international
politics, consumption patterns, etc. Finally, it is of course important to
stress that the sociocultural logic of modern masculinity depicted above is
not directly congruent with the actual being and doings of all individual
men since the second half of the nineteenth century. In real life it is only a
trend, modified by myriads of class, ethnic, regional, etc., as well as
individual, circumstances. Notwithstanding, it is undoubtedly an essential
constituent of an epoch.

13
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The Gender Game

o repeat: During the latter half of the nineteenth century, modern

heterosexual masculinity (a pleonasm indeed) was established.

The main propeller was women’s entry into ‘male’ tasks and
spaces; and men’s reaction to this. Yet with time, changes have come
about. The alarming novelty of women’s advance has worn off, and their
presence in social and public life has spread greatly, at least in some parts
of the West. Thus in Denmark there has been a steadily developing trend
towards the disappearance of social gender, in the sense that social
spheres and social tasks are increasingly less gender-segregated. (Bech,
“Gender Game”; Bech, Kvinder og maend 91-207, 248-92). For decades, the
vast majority of women have had salaried work outside the home; and
their presence in the worlds of politics, research and higher education is
steadily growing (although not always with the speed that some might
wish). Moreover, the Danish welfare state guarantees a comparatively (i.e.
when compared to other countries) high level of financial and social
security for each individual; as well as offering to take over some of
women’s traditional tasks of caring for children, the sick and the old. (One
may find this a good or a bad thing; [ am simply trying to describe the
development). Furthermore, and importantly, although spheres are still
not generally populated or tasks generally performed by men and women
to an equal extent, it is by now widely acknowledged that they might as
well be. In consequence, increasingly few people really believe in

essentialist notions of gender anymore.

Yet although social gender differences are thus disappearing,
cultural gender differences are not (Bech, “Gender Game”; Bech, Kvinder
og maend 248-92). Rather, gendered difference is being celebrated in
relation to cultural wardrobes - clothing, hairstyles, jewellery, etc. To
some extent, no doubt, this is an expression of the fact that the old
conditions have still not fully disappeared. Thus there is a lag; parts of
earlier historical and earlier modern forms of masculinity are continually
being reproduced as quasi-natural male identities, by way of costume,
boys’ games, all kinds of traditions. There is also a reaction, in which well-

14
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worn gender attributes are re-arming in the face of the threat of
annihilation. And there is a reflection, of the fact that the ‘sexes’ are still
not socially equal (in terms of access to economic and political power and
status). Yet such lag, reaction and reflection are now in the process of
continuously retreating in step with the development towards women’s
matter-of-course presence in social and public life and the de-
essentialising of gender notions. Why then is cultural gender (in the sense
specified above) not disappearing as well? My answer is that the cultural
gender differences - although increasingly ‘unfounded’ and accordingly
threatened by collapse as their base progressively disappeared - were
taken over by the logics of the city and the tele-city, and thus, by becoming
entangled in these, are preserved and reproduced though in a

fundamentally different key. I shall develop this in some detail.

As a lifespace, the city is essentially a world of strangers (Lofland,
World of Strangers; Sennet, Fall of Public Man). In this kind of social world,
certain ‘logics’ - operative trends in the shaping of experience and conduct
- develop. Thus, in the crowds of the city, people become surfaces to one
another - for the simple reason that this is all one has the chance to notice
in the urban space filled with strangers. The others turn into surfaces for
one’s gaze, just as one becomes oneself a surface for theirs, and awareness
of this is inescapable. Thus, the surface becomes the object of the form of
evaluation which can be performed by the gaze - that is, an aesthetic
evaluation, according to criteria such as beautiful or disgusting, boring or
fascinating. And it becomes something that must be styled according to
such criteria. These processes, then, constitute what can be called
aestheticisation. A further logic inherent in the urban world of strangers
may be termed sexualisation. The gaze which sees the surfaces of others,
and which is active in the design of one’s own, typically sees and evaluates
on sexual criteria as well (Bech, “(Tele)Urban”; Bech, “Citysex”). Thus,
surfaces are styled with a view to their potential signification of sexuality,
and gazes are attracted to them for that very reason or because they are
actively scanning the surfaces in search of sexual attractions. Moreover,
the world of strangers appeals at the same time to closeness and distance,
to exposure and hiding, and to relentlessness in the consumption of the
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other and in being consumed by her or him. Thus, it is a sphere of never-
ending cruising and stimulation. Aestheticizing and sexualising recur
(although partially in other forms) in the other urban life-spaces that have
developed over the last fifty years or so: the ‘telecity’ and the
‘intertelecity’, i.e. the worlds of strangers of multi-channelled television
and the internet.

Inherent in the spaces of the city and the telecity, then, are logics -
operative tendencies of considerable force - of aestheticisation and
sexualisation. These, precisely, are the logics important for the fate of
cultural gender. As explained above, in the modern gender developments
related to women’s advance, cultural gender wardrobes became
sexualised. Indeed, as we have seen, they were transformed into
‘superstructures’ of gender constructions which, precisely, had sex - sexual
organs, sexual acts - as an essential ‘base’. Thus, desire was intimately
bound up with this opposition-demarcating gender construction - from
the start, so to speak. However, as I have also explicated above, this base
of gender construction erodes. It was constituted in the process of the
problematizing of social gender, and derived its strength from a reaction
to this; yet, in a second phase, social gender is more than problematized, it
is in process of disappearing, and consequently, so is the reaction that
constituted sexuality as a major base for a sexually related cultural
wardrobe. The aesthetics and sexuality of this formation of cultural
gender, however, had already become entangled in the sexualising and
aestheticising logics of the ever more influential urban and teleurban
worlds, and in this way they were reproduced, though also transformed to
suit the play of these logics. Cultural gender is thus set free not only from
its pre-modern interweavement with social gender, but also from its
modern connection to reactive, sexuality-based gender.

The overall result of these developments is the constitution of what
can be called gender game (Bech, “Gender Game”; Bech, Kvinder og maend
248-292). This is a historically new formation; it differs decisively from
the formation of gender struggle and its actively opposition-demarcating

constructions of hierarchized and antagonistic gender relations. An
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essential feature of the gender game is a certain distance to one’s gender.
The cultural gender wardrobe is now experienced as a cultural wardrobe,
not as a natural part of one’s essential being. Put differently, the
participants no longer have an unambiguously essentialising relation to
the wardrobe; rather, they take up a ‘constructing’ attitude in relation to
it. To this extent, the cultural gender wardrobe is considered as a set of
pieces that can be manipulated for the purposes of playing the game.
Moreover, the cultural wardrobe is extended to comprise also the
aestheticized and sexualised parts and performances of the ‘naked’ body.
Obviously, the accentuation of these in the times of gender struggle was
already a cultural construction; now, they are experienced as such and
included among the pieces to be manipulated in the game.

The gender game is moreover characterised by a particular
merging between gaming piece and player. This is not to say that there is
no distance - rather the opposite, as appears from what I have just
mentioned. However, the player always appears in the guise of her or his
gaming piece (or, in other words, dressed in a gendered cultural
wardrobe). From the above a certain number of gaming rules follow. On
the one hand, both women and men play as active subjects (both are in
the position of an active player). Correspondingly, they respect each other
as ‘equal players’. At the same time, however, there is a difference in
object position (metaphorically: in the gendering of the gaming pieces)
since women, as active players, are referred to the sexualised and
aestheticized utilization of - or ‘playing with’ - a traditionally feminine
(and thus ‘passive’) cultural wardrobe whereas men, as active players,
must play with a traditionally masculine (and thus activity-connoting)
cultural wardrobe. This fundamental restraint, however, allows for a
broad spectrum of gaming possibilities; a ‘man’ (or a ‘woman’) must so to
speak choose how much of a ‘man’ (or of a ‘woman') he (or she) wants to
be. It should be noted that gender game is not equivalent to gender play,
i.e. a situation where women and men may play ‘freely’ with cultural
gender wardrobes and positions. No doubt, such gender play occurs to

some extent and in some instances; however gender games are
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comparatively rule-bound and to some extent compulsory (though it is
also possible to take exception).

[ trust the reader to remember that, in the above, my aim has not
been one of evaluating these developments, indeed of praising them
(although one might ask whether they are not, from some points of view,
better that what was before). I have tried to develop a theoretical
framework for adequately analysing certain developments. Without such
a framework one would not be able to catch sight of and analyse socially
important phenomena and changes that go on in contemporary everyday
life in many parts of the world, including such sites as streets, discos,

television and internet interactions.

The primary field of the gender game is the world of strangers of
the city and the telemedia, where aestheticizing and sexualizing are
practically unavoidable. But the game is also carried from the city into
other spheres such as the workplace (shops, image production, and
tourism) and the home; moreover, within the latter, television and the
internet are already constituting tele-urban space. The gender game is
perhaps particularly developed in some societal contexts, such as the
Danish one, where both women and men are accustomed to women
moving about in the streets end elsewhere outside the home; and where
there are widely accepted norms of equality and equal worth between

women and men.

Again, I would like to stress that my storytelling on the gender
game concerns a trend - moreover, a trend that co-exists and mixes with
the older trend of gender struggle and hierarchical, antagonistic gender
constructions. No doubt, many people would stress the aspects that
preserve and continue the old. My point, though, is that developments
have now reached a level where, to use the metaphor of dialectics,
quantitative changes turn into qualitative ones: Phenomena cannot be
studied adequately in terms of what they primarily are not anymore; they
should also be conceptualized and theorized in terms of what they
substantially are now or are in the process of becoming.
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A Homosexual Form of Existence, Absent Homosexuality, and Taste

n the section on modern gender constructions, it appeared that

modern masculinity developed into an actively demarcating

hierarchical opposition to femininity, centred on the sexual organs
and their performance in relation to women. This would leave out a
number of men who did not live in accordance with this sexual imperative
or preferred to have sex with other men. This distinction has often been
theorised as a matter of a ‘homosexual identity’ on the one hand, and a
homophobic homosociality on the other. 1 have not found this
conceptualization to be fully adequate in relation to the empirical
material, and I have suggested some terms that I believe are more in line
with the phenomena and in this sense ‘phenomenologically’ more
adequate (Bech, Ndar mand mgdes; Bech, “A Dung Beetle in Distress”; Bech,
When Men Meet). In the context of this paper I shall concentrate on men
and their relations.

The modern ‘male homosexual’ is - or was - not primarily an
‘identity’ constructed by ‘dominant discourses’ in a hierarchic-dichotomic
relation to heterosexuality. ‘Being homosexual’ is a form of existence
comprising a number of particular characteristics: certain basic tunes and
recognitions - e.g. of existential uneasiness and freedom, of injury and
feeling watched, as well as of a certain distance from one’s own
masculinity and potential femininity. There are also particular ways of
experiencing - such as aestheticizing, sexualising, camp and
(hyper)sensitivity; particular dreams and longings - e.g. of another
country; and particular forms of conduct and expression - such as stylings
and stagings, travels and breaks, signals and the gaze. Further, there are
specific forms of social relation - including brief encounters, changing
relationships with partners, couples with institutionalized infidelity, as
well as organizations and friendship networks. And as a historically and
socially specific form of existence, the homosexual is not merely the
product of the forces of preference, oppression or discourse and the

powers underlying these. He is first and foremost a gateway for the
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problematic of modern life. The modern conditions of life - the city, the
collapse of norms, the absence of safe and secure communities and
identities, the struggle of the sexes, the images and the stagings, the
institutions of art, the theory and practice of liberal democracy, the
external surveillance of the police and the internal analysing of science -
form the background to his life-world, presenting themselves at the same
time to the individual homosexual as a problem area in which he is always
already placed and in relation to which he cannot escape placing himself.
The homosexual form of existence is what it is because it concurrently
bears the immediate imprint of these conditions and problems, is an
answer to them, and to a certain extent follows the answer guidelines
contained in them. His particular erotic preference, the oppression and
the discourse act primarily as reinforcing factors in this context; they help
to push him closer to these conditions of life (though he is not just pushed
towards them, they also pull him). Further, the oppression and the
discourse (and perhaps indeed the preference) are themselves to a large

extent expressions of these conditions.

This does not, of course, imply that all men who cultivate sex with
other men are identical and have been so since the end of the nineteenth
century. However, in realizing certain erotic interests - wherever they
come from - very many men could not avoid becoming involved in this
form of existence to some extent, irrespective of their background and
affiliations in terms of class, race, etc. This is partly because such a
realization brought one into close contact with the very same conditions
of which the homosexual form of existence is a result and to which it is an
answer. Further, this form of existence would be encountered as
something which was already there since, as a matter of fact, it did
become established and materially sedimentated as the dominant pattern
for living - the dominant world - under such circumstances. Accordingly,
the modern homosexual world - when and where it became established -

exerted a gravitational pull on individuals.

As to the relations between those men who did not participate in

the homosexual form of existence, I have coined the term ‘absent
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homosexuality’ as a phenomenologically adequate term to capture a range
of these relations during modernity (Bech, Ndr maend mgdes 135-225;
Bech, When Men Meet 17-84). The term refers to the compulsory and
simultaneous conjuring up and denial of the spectre of the homosexual
whenever men come close to each other - a phenomenon that can be
studied in ways of seeing and the structure of social spaces; in the
working of institutions such as science and the police, in the male milieux
of sports and torture; in the symbolic worlds of scholarship and
journalism, film and comics; in the eradication of certain forms of male
relations and the ambiguity of the inclusion of women; in violence against
homosexuals. There is a propelling dynamic of reciprocal reinforcement
and amplification. The more homosexuality is present and emphasized, as
a reality or a possibility, the more energetically and expressly it must be
denied. Conversely, denial has the unfortunate - or fortunate -
consequence that it conjures up precisely what was to be rejected. It is
important to point out that, in absent homosexuality, the emphasis may
well lie on the positive and affirmative pole and not simply the negative
one, and that male resistance to physical orgasmic homosexuality is not
always in opposition to inter-male erotics, but may be a way of protecting
or intensifying it or indeed produce this.

Again, [ should stress that the ‘modern’ homosexual form of
existence as well as ‘modern’ absent homosexuality only constitute two of
no doubt several other phenomena in the construction of modern
masculinity - although they are no doubt important ones. With
developments towards late modernity, radical changes are going on in
relation to both phenonema (Bech, When Men Meet 194-217).” Thus, there
is a trend towards the disappearance of the modern homosexual. The
homosexual form of existence was above all a special response to certain
conditions of modern life, to which he came especially close - before and
more so than others. However, the conditions of modern life now affect an
ever-growing number of people, as the former ‘buffers’ - above all,
marriage and the family - are in the process of loosening their former
obligatory and strict character. Concomitantly, there is a tendency that the
particular cultural and social traits of the homosexual - his special ways of
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living, experiences and expressions - spread and become universal. More
and more people establish new kinds of intimate living together; they
experience changing partners and serial monogamy, and establish
friendship networks as a supplement to or an alternative to family
networks; they enjoy the pleasures of oral or anal sex (at least on video or
the internet); they experience gender - that is, ‘being a man’ or ‘being a
woman’ - as a problem and an opportunity, rather than as something self-
evident or natural. In short: every feature that used to be thought of as
being specifically homosexual is in the process of becoming increasingly

common.

From this it also appears in which way this disappearance of the
homosexual is taking place. It is not primarily a matter of the homosexual
becoming like the others (as the latter were before 1965), and thus
becoming ‘integrated’, disciplined’, ‘normalised’, ‘bourgeoisified’ and
‘heteronormative’. Rather the opposite. What was specifically homosexual,
or might be imagined to be so, disappears in the way that the general
becomes like it. In this sense one might speak of a homo-geneising of ways
of living. Accordingly, in many respects it is more adequate to speak of the
disappearance of the heterosexual as a specific socio-cultural
phenomenon.

Thus, the modern socio-cultural constructions of the homosexual
and the heterosexual are in the process of disappearing. This does not
necessarily imply that differences in sexual preferences disappear
(wherever they come from...). What does seem to come about is a high
degree of de-dramatizing, which may also imply more experimenting. In
any case, what used to be thought of as ‘homosexual drives’ or ‘desires’,
constituting the inner essence of the homosexual, are now in the process
of becoming a matter of taste, comparable to the taste for hiphop, classical
music or jazz (Bech, “Mellem maend”; Bech, When Men Meet 208-217).
Taste is a category of the aesthetic; as such it transposes whatever debate
there might be into aesthetic terms. You may like or dislike some tastes,
and you may try to convince others by praising the wonders of one kind of

taste; but there is not really much point in trying to prove that classical
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European music is better than jazz or than Zeki Miiren or Umm Khalsoum.
The aesthetic realm also changes the logic of understanding: ‘He does this
because that is what he prefers; because it is his taste’. Explanations that
go beyond the field of aesthetics become irrelevant; one is not supposed to
answer questions on the (imagined) scientific cause of one’s tastes or
when one ‘found out’ that one ‘is’ like that. Similarly, just as fans of jazz or
Zeki Miren like to meet to cultivate their tastes and the kinds of socialites
that have evolved around these, so do cultivators of same-sex tastes. To
borrow a term from the French sociologist Michel Maffesoli, they form
tribes of taste (Maffesoli, Temps des tribus).

With late modern developments, ‘absent homosexuality’ is in the
process of disappearing as well (Bech, When Men Meet 208-217). The life
spaces of most people are increasingly those of urban or telemediated
worlds of strangers. This involves an emphasis on distance, gaze and
surfaces which in itself implies aestheticising as well as sexualising, all the
while the contrast of cultural masculinity and femininity is accentuated -
precisely, as an aestheticised and sexualised contrast. Consequently, the
male body and its cultural attire become sexualised for men. For instance,
the picture surface in a number of today’s most popular advertisements
for masculinity products are already nearly indistinguishable from the gay
soft porn of the 1950s. Along with a growing public debate on sexual
matters, this may imply a greater general acknowledgement of the
aesthetics and erotics of the attractions between men, the more so as no
shadow can fall any more from the homosexual - who has already
vanished. The result amounts to a form of sexualised relation between
men which is post homosexualisation, absent of absent homosexuality.
Conceivable, then, is a continuum between a comparatively small group of
aficionados of same-sex tastes and a large group of part-time tele-media
enjoyers. The difference, however, is not as great as it might seem, since
even the impassioned cultivators of same-sex taste increasingly live in a

tele-mediated world of sexualised, non-orgasmic relations to strangers.
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Gendered Existence

hat happens if we take in yet another perspective, for instance

from the existential analytic developed by the German

philosopher Martin Heidegger? He never wrote much about
gender (and the little he did usher on this theme seems very outdated).
Yet one might seek to develop inspiration for gender studies from his
general analysis of existence (Bech, Kvinder og maend 293-354).

As an existing being you find yourself, at any given point in time,
always already having become something specific - a student, for
instance, living in Copenhagen or Antalya, etc. In Heidegger’s terms, the
existing human being is always already thrown as something specific
(Heidegger, Sein und Zeit). We may add that, generally, this involves
gender as well: one finds oneself as having been thrown as a man or a
woman. There he is, thrown as a man - though he shall never know for
certain precisely what it is to be a man or why he became so. Moreover,
from the standpoint of any given moment it is, retrospectively considered,
irrelevant how it came about that he is a man. The relevance of the
question of biology or society, construction or essence, determination or
free will, is always already in the process of fading away from the point of
view of someone existing: All might have been different, of course, and he
may like it or not - in any case, it became this way. Thrown-ness is not
simply to find oneself as having become something specific, but also to
find oneself as having become so without ground, reason and guarantee.

Having been thrown as a man is his point of departure from which
he is always already in the process of throwing himself further on in life.
But gendered throwing is peculiar. On the one hand, it is never totally free:
Having been thrown as a man posits a certain binding, suggests a certain
direction and implies an interest in what it means to be a man, and what
he may get out of it and of being together with other men. (Here, we are
already in the process of moving further than Heidegger’s general analysis
of existence would suggest). Yet at the same time - and especially so

under late modern conditions - there is no compelling reason that he
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should continue to throw himself as a particular kind of man or indeed as
a man, and not instead become an embroiderer or have a sex change
operation. Just as thrown-ness is without ground and guarantee, so is
throwing.

Gender interest - the interest in what one may get out of having
been thrown and throwing oneself as a particular kind of gender - is thus
pre-given as well as groundless and without secure reason. At the same
time there is no compelling reason not to want to be ‘one’s’ gender -
although one may want to be so in a specific way. If the interest is taken
up and pursued, it may turn into ‘pure interest’. It cannot justify itself by
reference to biology, childhood or history, but merely by its own inner
qualities and its consequences. To this extent, gender interest is ‘set free’
(whether, more specifically, it is about soccer or outfit). For instance, male
interest - the interest among men in what one can get out of having been
thrown as and throwing oneself as a man, and of being together with
other men - cannot be defended by reference to its being male interest,
but nor can it be rejected on these grounds. Nor is there any particular
reason to believe that ‘pure male interest’ would develop into a
hierarchical and dichotomous relation to women or to men with inter-
male sexual tastes. The idea that genders must always be analysed in
relation to each other is in part a modernity-centred idea. Besides, it is
possible that inter-male interest and inter-female interest, as well as their
manifold and diverse forms, may develop a particular ethics, holding that
other gendered or non-gendered interests shall have the same possibility
of unfolding as they themselves have, as long as no-one is really hurt by
them. Thus, there would be inter-male interest and inter-female interest
(as well as many common or combined interests), but they would not be
hierarchically and dichotomously posited (although frictions may always
arise). Indeed, this development is well underway in some societal
contexts.

With this approach we gain access to aspects of gender that often
remain un-thematised. The traditional conceptual binaries - nature or

culture, biology or society, essence or construction - lose relevance. Other
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dimensions appear: existence, thrown-ness, throwing, and interest. The
idea that, above all, gender research should be about investigating
hierarchies and dichotomies reveals itself as a prejudice. ‘Pure gender
interest’ does not orientate itself according to these distinctions. At the
same time a good deal of that which was condemned by many (not all)
versions of feminism, appears as ‘legitimate pursuits’. There is no reason
to criticise them for their genderedness, unless you have the prejudice
that there must always be women where there are men, and vice versa. It
becomes possible to approach something that gender research was
perhaps never really able to explain without reducing it to the effects of
biological, childhood, societal or historical determinants. That is, to
approach what it is to be gender, and what it is to be a man who wants to
be a man, or a woman who wants to have a child. Again, this analysis may
be relevant in relation to some developments in late modern societies in

which social gender has largely disappeared, but not to other contexts.

In Conclusion

n the above, I have argued that the hierarchy-dichotomy paradigm

does not in itself open attention to a sufficiently nuanced analysis of

some important changes in contemporary societies. I have pointed to
the trend towards aestheticized and sexualised gender games between
(socially constructed) men and women, as well as a general
aestheticisation and sexualisation of men for men, and the experiencing of
sexual preference as a taste. Moreover, [ have pointed to the importance of
paying attention to the specific ways in which hierarchized dichotomies
are constructed, and suggested that the concomitant concepts of power,
hegemony, homophobia etc. are not always adequate, even in relation to
‘modern’ societies. For instance, homophobia is not always the most
adequate term even there; notions of ‘absent homosexuality’ may be more
adequate, among other things because they open up to noticing those
aspects of preserving inter-male erotics that may be connected with the
denial of physical-orgasmic sex. And the homosexual is not primarily a
construction brought about by homophobic ‘dominant discourses’, but
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rather a form of existence with specific basic tunings related to social life-
worlds. Finally, I have suggested that conceiving gender in terms of
human existence (in the specific sense of this term) may clear the way to
bringing some generally overlooked aspects of gender into gender studies,

especially in connection with late modern societies.

All of this has been conceived in relation to what I have termed
modern and late modern societies of the West (and the reader will
remember that I have taken some care to specify what I mean by these
terms and why they may be reasonable to use as a story line in some
contexts). But I think that this analytic framework is useful also in relation
to the study of trends that appear wherever similar conditions develop.
For instance, Necef (“Islamisk chik”) makes reference to a study by
Sandikci and Ger on the aestheticizing of women’s headscarves in the big
cities of Turkey (“Turkish Headscarf’); and one may wonder what
happens to masculinity styles here. In any case, the dynamics of fashion,
urbanization and the telemedia are at work all around the globe. I also
wonder if taste may not be in the process of becoming - or indeed may
have remained - a socio-phenomenologically appropriate term in relation
to same-sex-preferences in many parts of the world. Moreover, in many
societies (perhaps all), there were and are forms of flirting and
philandering, styles of masculinity, kinds of attraction, love and mutual
esteem that cannot be reduced to the working of male power and the

suppression of women.

Much of all this, obviously, has to do with aesthetics, erotics and
existence. In the above, I have made reference to inspirations from the
German philosopher Martin Heidegger and the French sociologist Michel
Maffesoli. There are many other scholars from whom inspiration can be
sought when it comes to bringing aesthetics, erotics and existence into
gender studies. For instance, Michel Foucault’s ideas (in volume 2 and 3 of
L’histoire de la sexualité) on changing forms of what he termed ‘aesthetics
of existence’ are relevant not merely to masculinities in classical Greece or
Rome; and Walter Benjamin'’s or Roland Barthes’ ideas of an aesthetic and

erotic science might invite kinds of scholarly writing.
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] have presented parts of my work on this in Bech, “Mandslaengsel”; “(Tele)Urban
Eroticisms”; When Men Meet 131-6; “Gendertopia”; “The Gender Game”; “Apres
I'identité”; and Kvinder og maend). A detailed presentation of the empirical work I
have made, and the scholarly literature I have discussed, would exceed the limits
of this brief paper. On the whole I will have to make do with references to the
works where I have given such expositions and references. Parts of the text of the
present paper have appeared in some of these works, though not in the context
outlined by this paper.

it For instance Rubin, “Traffic in Women”; Rich, “Compulsory Heterosexuality”;
Sedgwick, Between Men; Connell, Masculinities 103-6; Katz, Invention of
Heterosexulity.

iii | have discussed a number of these issues in more detail in Bech, When Men Meet
239-42 (= endnote 4) and 252-7 (= endnotes 72 & 74). A good advice: In order to
diagnose the specific character of different constructions of masculinity in
different social contexts it is important to pay close attention to the invectives
directed against those ‘men’ who do not conform to what a ‘real man’ is supposed
to be. Perhaps it was only in ‘modern’ societies that masculinity became cramped
in a binary, exclusive gender logic of the kind that ‘deficiencies’ in masculinity
were above all considered to be synonymous with feminization.

v On hegemonic masculinity, see Connell 76-81.

v In the terminology I use here, late modern’ refers to a societal context in which
the life conditions of ‘modernity’ have become close and real to large numbers of
people (cf. below). Historically, this situation appears in some societies from the
1960s on.
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The Rise of the Geek: Exploring Masculine Identity in
The Big Bang Theory (2007).

Ashley Morgan
Cardiff Metropolitan University

Abstract:

This paper will analyse the growth in representation of geeks as a
form of masculine identity in popular culture using examples from
US TV sitcom, The Big Bang Theory (2007) Previously represented
as marginalised, male geeks, and the characteristics of geek
identity, rationality and incompetence at social behaviours are
now drivers of narratives. A number of reasons are given as to
why the geek is currently a central character in popular culture,
which are related to wider social, cultural and economic matters:
the decline in support of corporate capitalism and a wider interest
in science. This paper seeks to offer a workable definition of what
constitutes a geek, which differentiates it from broader parlance,
and distinguishes it further from more traditional representations
of masculine hegemony by focussing on the way in which
sexuality is represented. Other representations of men portray
sexuality and sexual prowess as popular indicators of masculine
hegemony, yet the geek is distinguishable in the denial of sexuality

and an increased focus on asceticism.

Keywords: Masculine identity, The Big Bang Theory, Geeks
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‘Geek’! lerin Yiikselisi: “The Big Bang Theory”deki
(2007) Eril Kimlikleri Kesfetmek

Ashley Morgan
Cardiff Metropolitan University

Ozet

Bu makale “The Big Bang Theory” (2007) isimli ABD televizyon
komedi dizisinden ornekler kullanarak ‘geek’lerin eril kimlik
olarak popiiler kiiltiirdeki temsiliyetlerini analiz edecektir. Daha
onceleri rasyonalite ve asosyallesme ile marjinallestirilen erkek
‘geek’  kimligi simdi oykiiniin itici giici olmustur. Popiiler
kiltirde bir geek’in neden ana karakter olarak kullanildigi ise
daha genis sosyal, kiiltiirel ve ekonomik sebeplerle agiklanmistir:
kurumsal kapitalizme olan destekteki diislis ve bilime duyulan
genis ilgi. Bu c¢alisma geek’i daha genis tanimlamalarindan
aywrarak onu neyin olusturduguna dair c¢alisir bir tanimlama
onermek ve cinselligin nasil simgelendigine odaklanarak eril
hegemonyanin daha geleneksel temsillerinden ayristirmayi
amaclamaktadir. Erkegin diger temsilleri olan cinsellik ve cinsel
yeterlilik eril hegemonyanin popiiler belirtileri olmasina ragmen
‘geek’ cinselligin reddi ve miinzevilige odaklanmasiyla bu noktada

ayirt edilebilmektedir.

Anahtar Kelimeler: Eril kimlik, The Big Bang Theory, Geeks

1 Geek ozellikle fen bilimleri alaninda ¢alisan, zeki ancak anti-sosyal karakterleri niteleyen
bir terimdir. Tirkgede tam karsiligi bulunmadig i¢in geek kullanimi uygun bulunmustur.
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Introduction

his paper explores the rise in representation of the geek as a form

of masculine identity in popular culture through an analysis of

male characters in the popular US TV sitcom, The Big Bang Theory
(2007). Increasingly prevalent in the media, male geeks can be
recognised through heavily framed glasses, their lack of grooming and
disinterest in contemporary clothing. They are commonly depicted as
having a higher than average intelligence, but poor social skills, and are
especially bad at sexual relationships. This paper explores the refiguring
of masculine identity, from highly recognisable, physically heroic
characters, who are framed through success and conventionally
attractive appearances, to identities which are based much more on a
celebration of scientific expertise and varying degrees of domestic
success. What is at stake here is a shift in the way that masculine
hegemony might be conceptualised, and a move away from domination
in both public and private spheres (Connell 21). I argue that this shift has
arisen as a consequence of wider cultural concerns about the decline in
the economic market. As a consequence of the recent global financial
crisis, equating masculinity with economic success is problematic, as the
issues in the financial sector indicate failure rather than achievement. As
mastery over financial expertise has waned, representations of
masculinity and the constitution of hegemony, which has been portrayed
through financial expertise, glorifying personal wealth and
heteronormative sexual prowess, for instance, are in decline. The rise of
the geek suggests a shift away from equating masculine hegemony with
economic success and prowess, towards a reclaiming of male scientific
expertise (Kelly 135) and rationality (Beynon 200) coupled with failure
in domestic relationships, and an indifference to financial wealth.
Representations of male failures and breakdowns are not uncommon in
popular culture, but might be represented as leading to catastrophic or
comedic consequences, such as in the films, Falling Down (1993) and The
Full Monty (1997), for example.
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As characters in the media, geeks are familiar as being less
attractive, in order to differentiate them from more conventionally
attractive main characters. Occupying a supportive role as sidekick, as a
foil to the main character, they often demonstrate some essential
element that the main character does not possess or needs, such as
technical knowledge, Benji from Mission Impossible 11l (2006) for
example. They also demonstrate signs of subordinate and marginalised
masculinity, in relation to active, hegemonic males (Connell 25),
especially in terms of sexual relationships. Recent television
representations of male geeks locate them as main characters and
drivers of narrative, rather than being in supporting roles, evidenced in
The Big Bang Theory (2007). The storylines to this sitcom are based
around the geek characters encounters with the outside world, which
they approach literally, and which demonstrate their obsession with
knowledge and expertise, and the comedic effect of applying scientific
rationality to domestic situations.

A proliferation of geek characters in representation suggests more
acceptance and approval of the geek as a legitimate form of masculine
identity. Contemporary interpretation of adult male geeks has shifted
from formerly negative to positive (Hoppestand 809; Feineman 4;

Kendall 261), and they have become more ‘popular’ as a consequence.

While the geek becomes an acceptable form of masculinity, the
marginalisation of geeks comes from being portrayed as sexually
incompetent. Sexual incompetence is a conventional code in the
representation of geeks. This can be explained with reference to
normative, heterosexual masculinity as domination of women (Connell
25), which is represented through ‘getting the girl’, yet when ‘getting the
girl’ is portrayed as being too difficult, is unsuccessful, or, for some
characters, is of little interest at all, then the relationship between sexual
prowess and hegemonic masculinity might be considered to have

changed.

In concert with the rise of geeks in popular culture, there has been

an increase in academic research on geeks. In their study of
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mathematicians in popular culture, Constructions of Mathematical
Masculinities in Popular Culture (2007) Moreau, et al. explore the
representation of mathematicians as principally male identities and the
gendered effects that these have on audiences. They argue that
mathematics is still considered to be a highly male, white domain,
conjuring up images of older men or geeks, amongst audiences (141).
Mendick and Francis in Boffin and Geek Identities: Abject or Privileged?
(2011) examine the geek as part of youth identity in secondary
education in the UK, and find that the term ‘geek’ is used perjoratively to
denote academic diligence (22). Other research explores sexual and
racial identity of geeks, with a focus on the diluting of white geek identity
(Eglash 50), the shift from marginalised to more mainstream hegemonic
masculinity, through expertise at computing (Kendall 261), and racial
identity and stereotypes (Kendall 505). Bell (43) also explores geek
identity in terms of the changes in the creative urban landscape. This
paper contributes to these existing analyses by suggesting that social
interaction and a range of sexual behaviours displayed through the rise
of the geek in popular culture are competing with values of
heterosexuality and more traditional forms of hegemonic masculine
identity that have been represented in the past.

The following section identifies the characteristics of male geeks,
makes a clear differentiation between geeks and nerds, and explores the
ways in which geeks adhere to hegemonic values of masculinity. The
paper then outlines Connell’s highly debated theory of hegemonic
masculinity, with a particular focus on the representation of hegemonic
masculinity as ‘the businessman’ (58). It examines a shift away from the
time specific definition of business masculinity towards an
understanding of masculine hegemony that reclaims mastery over
scientific discourse, and considers the issue of competence in sexual
relationships. The paper then moves on to a close analysis of the popular
TV sitcom The Big Bang Theory (2007). It will explore the male identities
and the range of sexual behaviours within the show in order to highlight

changes in the way that masculinity is being portrayed, and the ways in
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which these depictions might contribute to a more diverse form of

masculine hegemony.

The Rise of the Geek

s popular culture is believed to be a vehicle which conveys

ideologies to the masses (Storey 4), especially hegemonic

narratives (Peele 7), the ways in which masculinity is depicted is
an important issue, and Gauntlett (12) emphasises the educational value
of representing gender identities through the media and popular culture.
Television series play a key role in representations of gender identities
as they ‘simultaneously teach us and reinforce the division between
acceptable and unacceptable’ (Peele 2). As they tend to be broadcast
regularly, Television series allow for identities to build and grow at a
much slower pace than in film for example. While representations of
masculinities of the past have been criticized for their one dimensional
nature (Gauntlett 50), Peele (7) suggests that, in television series in
particular, there are now greater opportunities for more nuanced, and
presumably, more ‘accurate’ representations of a range of gender

identities, of which the male geek is only one.

There has been a steady rise in representations of male geeks in
popular culture since the 1980s, and the terms ‘geek’ and ‘merd’ are
much more widely used in popular discourse. Kendall (506) associates
this increase with an alliance between geeks and the concomitant growth
in the popularity of the computer industry and the Internet. I also
suggest there is a resurgence of scientific discourse and greater public
interest in investigative procedures, such as detection and pathology,
through TV shows such as NCIS (Bellisario and McGill, 2003) and Silent
Witness (BBC, 1996) which populate popular culture, and which further

raises the profile of the geek.

The terms geek and nerd are used interchangeably, (in US
parlance, they appear to mean the same thing, and are used
interchangeably in the quotes in this paper) and there have been various

attempts to explain the etymology of both terms. For example, the British
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actor, Simon Pegg claims that the word, nerd, derives from the phrase,
‘ne’er do well’, a good for nothing or loser (Pegg in Crocker). Conversely,
Kendall (Geeks May Be Chic...) argues that the term nerd has no
etymology and is nonsensical. Traditionally understood as being part of
the ‘less masculine’ end of the male spectrum (Connell 19) along with
‘wimps’, geeks and nerds are now more likely to be represented as an
accessible form of male identity, and are represented as ‘cool’ in popular
culture (Feineman 5; Hoppenstand 809). Geek symbolises a specific set
of characteristics that individuals might identify with, which will be
developed further below.

o

Kendall asserts “Geek' is something you can do and then leave
behind, but 'nerd’ is what you are” (Geeks May Be Chic...), suggesting that
nerdiness is embodied, easily read and played out through everyday
social interaction, whereas geek is more about a knowledge base.
However, there is a noticeable representational difference between
nerds and geeks in popular culture. Nerds are represented as
subordinate males (Connell 21), socially and economically incompetent,
often failing to demonstrate the usual accoutrements of hegemonic
masculinity where skills, knowledge, expertise and sexual prowess are
highly prized characteristics (Kimmel Global Masculinities: Restoration
and Resistance; Connell and Messerschmidt 830). Nerds are represented
as being accident-prone, they struggle with everyday tasks from which
comedy emerges, live with a parent rather than being independent, and
they might only find friendships with social outcasts with whom they
identify, for example, the eponymous Napoleon and his ally, Pedro, from
Napoleon Dynamite (2004). Moreover, they often exhibit a highly
organised, parallel fantasy world, to which they aspire, and which
elevates their status as heroic main protagonists. This is a common
theme found in the TV comedy, Flight of the Conchords (2007) where the
characters of Brett and Jemaine imagine themselves to be successful
musicians rather than struggling ones, or having lasting and meaningful
sexual relationships with women, rather than being consistently rejected

and sexually unsuccessful. They are presented to audiences as
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marginalised, subordinate men, and audiences read and identify them as
such.

In contrast with the way that nerds are represented, geeks are
portrayed through demonstrating vast intelligence and expertise,
coupled with an inability to engage with normative values of social
expectation and interaction. They are intelligent, often expertly so, but
the level of intelligence contributes to social ineptitude; the focus on
science means that the social is ignored (Traweek in Eglash 54). The
personal and social lives of the geeks in The Big Bang Theory (2007)
demonstrate a disjuncture between success at work and their personal
and social accomplishments. The characters demonstrate consistent
characteristics of expertise, above and beyond the everyday: working for
NASA, for example, which signify hegemonic masculinity. Yet, they
frequently demonstrate social awkwardness and a range of successes in
personal relationships from unsuccessful, to an increasing preference for
seldom seen asceticism: a complete abstinence of sexual behaviour, as a

form of sexual identity.

Hegemonic Masculinity

onnell suggests that hegemonic masculinity is a desirable state for

men as it represents the pinnacle of power and achievement (21).

This conception has been widely criticised for being too vague,
broad and relying too heavily on stereotypes (Beasley 88; Demetriou
337; Hearn 50). Yet, hegemonic masculinity provides a useful framework
when considering visual representation that focuses on stereotypes and
an accepted system of codes (Hall 25). Hegemonic masculinity is also
portrayed in such a way that is comprehensible to a variety of audiences,
who tend to be able to identify the hegemonic male through his heroic
tendencies and conspicuous success, via the male gaze (Mulvey 11).
Moreover, the range of masculinities identified by Connell from
hegemonic to subordinate are commonly portrayed through stereotypes

in popular culture and frequently occupy binary positions (55).
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In the latter half of the 20t century, the most identifiable form of
hegemonic masculinity was the businessman, easily perceived as such
through demonstrations of authority, enacting power, sexual prowess
and financial wealth. According to Connell, the dominant form of
masculinity in the early 80s was associated with driving capitalism,
globalisation and financial expansion. The men who created global
markets and worked within them were embodied though ‘transnational
business masculinity’ ( 51-52), evoking the time in which it was
conceived. The 80s was a time of free market economy, and the 90s saw
an increased global economic expansion with developing countries
started to embrace capitalism. Within this world economic setting,
transnational business masculinity was characterized by thrusting neo-

liberal individualistic capitalism, was heterosexualised and trans-global.

Connell envisaged him to be a businessman, driving the capitalist
machine (82), which is also reflected more recently in Toynbee and
Walker’s study of some of the highest earners in London (Meet the Rich).
In his study on the relationship between masculinity and consumerism,
Edwards identifies this form of identity as the ‘yuppie’, demonstrating
wealth through ostentatious consumer accessories, evidenced by the
physical trappings and baubles of masculine business such as cufflinks,
expensive male grooming products and filofaxes (38). This form of
masculinity resonated in representations in popular culture by
characters such as Gordon Gecko in the film, Wall Street (1987), and
Patrick Bateman from the book by Brett Easton Ellis, and later, the film,
American Psycho (2000). This novel is a highly colourful indictment of
1980s hyper consumerism brought about through utilitarian business
techniques and relentless competition. When adapted into a film in 2000,
the character of Patrick Bateman is: ‘exceedingly handsome, possesses a
muscular body, attracts beautiful sexual partners, his career requires
very little effort or work but makes him wealthy and powerful’
(Cunningham 42). Bateman embodies the stereotype of the Wall Street
Trader as the ‘Big Swinging Dick’ (Lewis 200) from the 80s, ‘resonant

with virility, sexual prowess and masculine sensuality’ (Lewis 206).
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Thirty years later, the global economic crisis of 2008 seems to
have been a product of the performances of exemplary transnational
businessmen, which have been highly questioned (Toynbee and Walker
Meet the Rich). This is evident in the backlash against international
banking practices (Flannery Respect for the Banks Drops in US) and the
call for the bonuses of exceptionally high earners to be moderated
(Hillman Why weve interviewed RBS but not Lloyds). As pleas for
moderation and greater control over capitalism gather momentum, a
number of high profile wealthy men appear to be indifferent to wealth as
a signifier of masculinity. Bill Gates, Warren Buffett, George Lucas and
Mark Zuckerberg, amongst others, have pledged to give away most of
their money to philanthropic works and charitable organisations
(givingpledge.org: 2012). While Eikenberry points to the issues of
philanthropic donations and their influence on governance (588), these
drives towards charitable donations, rather than ostentatious displays of
wealth suggests that accumulated wealth, once a signifier of masculine
hegemony described by Connell (89) and Kimmel (Global Masculinities:
Restoration and Resistance) might now be considered an undesirable

characteristic.

As representations of hegemonic masculinity as the ‘businessman’
stereotype have declined, coupled with a wider cultural downturn in
financial mastery, once more, masculinity might be considered to be in
crisis (Clare On Men: Masculinity in Crisis). Yet, rather than any obvious
catastrophic effect on hegemonic power, male success might now be

represented differently.

The relationship that sexual behaviours have to hegemonic
masculinity might be questionable. Donaldson (645) summarises the
sexual aspect of masculine hegemony, which is that ‘women exist as
potential sexual objects for men while men are negated as sexual objects
for men’. Kimmel (Global Masculinities: Restoration and Resistance)
suggests that the businessmen’s tastes in sexuality have become ‘liberal’
which indicates a possible shift in sexual behaviours without
undermining masculine hegemony. In popular culture, in concert with
hegemonic values of monogamy, liberal approaches to sexuality are rare:
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men still desire women, and the ‘getting the girl’ storyline is a common
one. Geeks are usually portrayed as being unsuccessful in sexual
encounters with women, which marginalises them, yet they appear to be
successful in other areas. This might suggest an acceptance of failed
normative heterosexuality or a refiguring of hegemonic masculinity as
the geek.

Representations of masculinity through scientific discourse,
rationality and technical investigation, in concert with a diverse range of
sexual prowess, and homosocial (Sedgwick 25), rather than sexual
kinship ties have increased in representation in popular culture. This is
also a reflection of wider social patterns: Roseneil (415) refers to a
number of studies which suggest that in the late 20t century, close
kinship ties between groups of friends were often stronger than familial
relationships as a consequence of greater geographical mobility and

decline in ‘traditional’ family structures.

Geeks as ‘Men of Science’

epresentations of men as single, engaged more fully in

homosocial relationships than familial ones, with varying degrees

of success in both work and relationships are increasingly
apparent in a range of popular culture texts from the 1990’s to the
present day, most notably, Friends (1994), Two And a Half Men (2003)
and How I Met Your Mother (2005). This suggests that there is an
appetite in representation of masculine identities for men who are less
obviously successful and heroic and more ordinary in terms of success
and failure, and a growing fascination with extreme rationality and
scientific endeavour.

Arguably, geek as a form of identity has become synonymous with
science, which has experienced a renaissance in television
representation, especially in the UK. Scientific discoveries are commonly
reported in the news and funding science is publicly debated, and

representations of science in the media vary. The economy is volatile
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and has long lasting and often detrimental consequences on individuals,
whereas science appears to be the epitome of rationality, objectivity and
abstract application. Representations of science carries its own
controversies, especially when portraying female scientists as ‘sexy’
(Chimba and Kitzinger 5), but interestingly, science, especially
cosmology appears to have a greater media presence in times of

economic depression.

In the 1980’s, when it is claimed that the recession was worse
than that of the 1930’s (Auxier Reagan’s Recession), the astronomer and
cosmologist, Carl Sagan, popularized science and astronomy through his
television series: Cosmos (1980). In 2010, in the UK, the British particle
physicist, Brian Cox presented Wonders of the Universe (2010) with
viewing figures of 3.6M (Rosser BBC2’s Universe Starts with a Big Bang).
Despite the thirty-year difference in these TV shows, they were screened
and became extremely popular in times of acute western economic
depression. They were also presented in such a way that the subject
matter is accessible, through the personal enthusiasm for the subject by
the presenters, yet is given greater gravitas by the fact that the men
presenting are real scientists, and therefore their knowledge and
expertise is applied. This contributes to their status as hegemonic males:
while their knowledge is watered down for the public, behind the scenes,
they are able to apply their knowledge to advance science.

The decline in economic mastery has elevated the position of the
geek from the sidekick to centre stage in science as well as in
representations of science. The hegemonic male of the past was
identified by his suit, his bonus and the trappings of economic capital,
but now is increasingly reinscribed through knowledge and technical
expertise, rather than through physical embodiment, signaling a shift in
the power of the material, to the abstract. Drawing on the representation
of the male characters in the Big Bang Theory (2007) television show,
this paper examines the ways in which masculine success is represented
through knowledge and expertise, but conflicts with unsuccessful social

interaction and lack of sexual prowess.
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The Big Bang Theory

he American sitcom, The Big Bang Theory (2007) is a popular

television comedy show occupying a top ten position in American

viewing figures and regularly drawing in an average of 14 million
viewers (Digital Spy). The show features an ensemble cast of actors and
primarily centers on the fictional lives of a group of four male scientists,
working at the fictional California Institute of Technology and their
relationship with the outside world. This relationship is often mitigated
through their female, non-scientist friend, Penny, who lives in the
apartment opposite two of the characters, Sheldon and Leonard. All four
scientists embody geekiness in their clothing, which is often
unfashionable, roll-necks and sleeveless jumpers for example. They also
talk regularly about their knowledge and expertise, their parallel
knowledge of science fiction and their social inadequacies. Much of the
humour and comedy derives from the characters applying extreme
rationality to everyday situations, the lack of social awareness and skills
in sexual and everyday relationships, set against the more common,

normative values of their stereotypically blonde neighbour, Penny.

The Geek mise-en-scene

n Sheldon and Leonard’s apartment, where much of the narrative

takes place, the geek mise-en-scene is carefully and lovingly

constructed. There are prominent white boards displayed in the
apartment, covered with formulae and algorithms’ to demonstrate
science as always being ‘in process’, and is a key signifier of the
protagonists scientific identity. That they have white boards in their
home suggests that being a scientist is more of a personal vocation than
nine to five role. This distinction contributes greatly to their scientific
identities, and implies that scientists are not subject to normative work-
life values, thus elevating their status. There are a number of clues
throughout the apartment signifying their interest in science and a
further parallel interest in science fiction, from the Batman lunchbox in
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the kitchen, to the Periodic Table shower curtain in the bathroom. The
apartment is neat and prim, and significantly tidier than a normal
person’s apartment, or indeed an apartment shared by male roommates,
and while the tidiness reflects the sitcom style, it also suggests
meticulousness and an obsessive desire for a rational and orderly life,
espoused by Leonard and Sheldon. As Gorman-Murray suggests, ‘The
home is ...an increasingly important marker of personal identity’ (229).
The desire for orderliness is further reflected in Sheldon’s daily habits,
which are recorded: ‘everyone at the university knows that I eat my
breakfast at 8 and move my bowels at 8:20°. What appears to be
important in the way the geeks are dressed and how they live, is that
audiences can easily read their geek credentials, and that the audience is
in no doubt as to what the content of the show will be about i.e. geeks

negotiating everyday life and the emergent comedy from that.

Notably, in his summary of male representations, Beyon (74)
refers to the commercialisation of masculinity, where masculine
identities were embodied through clothing and actions of men. Geek is
now a type of fashion, suggesting that while some people put it on as part
of the bricolage of fashion, for others, it is a constant reflection of
identity (Feineman 5). That the characters dress casually reinforces their
expert status: they are already scientists in a University, which does not
often require them to interface with the public and there are few people
they need to impress. Through action and discourse, there is also the
suggestion that they are at the top of the scientific game, for example,
Sheldon regularly speaks of winning the Nobel Prize for Science as the
next stage in his career.

There is a great deal of reflexivity around the geek identity, and
the characters frequently refer to themselves as ‘nerds’, which is worn as

a badge of honour and signifier of membership of their group.

Sheldon: Excuse me Penny, but we're playing Klingon
Boggle.
Leonard: Aw, don’t tell her.
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Howard: What do you mean, ‘aw’, like she didn’t know

we're nerds?

Howard’s point is a useful one, the characters are all styled in such a way
that makes their geek status easy to ‘read’ and is embodied, from their
hairstyles and old-fashioned clothing to their average or under average
body size. Howard and Leonard are noticeably short for men, and rather
than going to the gym to make their bodies bigger, they make up for their
weedy physiques through demonstrating their technical expertise and
knowledge. For example, Howard tries to impress women by driving the
Mars Rover. As scientists, they are comfortable in their scientific
identities because their vocation already positions them as experts, and
they enjoy the marginality their expertise brings them, which is present
in the ‘scientific banter’ they share with other colleagues, yet their social
and sexual identities remains more indefinite, which will be explored in

more greater depth below.

Personal Relationships

ost of the geek characters in the show, especially Sheldon,
struggle with the conventions of common social interaction,

from ordering food to understanding jokes.

Leonard: For God's sake, Sheldon, do I have to hold up a
sarcasm sign every time [ open my mouth?
Sheldon (intrigued): You have a sarcasm sign?

That the geeks often lack proficiency in social interaction is an implied
consequence of the nature of their work. The need to demonstrate
proficiency and adroitness, as science is in itself, a job of work, there is
little time and energy to engage with others. But most notably, they all
lack proficiency with women. For example, the character of Raj becomes
mute in the presence of women and can only carry out a conversation
with one after he has been drinking alcohol. All of the characters except
for Sheldon fervently desire relationships with women, which reinforce
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heteronormative relationships, which in turn, are supported by

masculine hegemony.

Sheldon often shows a blatant disregard for social conventions
and etiquette, not because he fails to understand them, but because he
does not consider them to be important, and his ability to ‘read’ a social
situation is often very limited. Key components of hegemonic
masculinity are authority and rationality (Connell 25) and Sheldon
evokes a sense of hyper-rationality that takes him beyond usual
representations of masculinity. As the quote below suggests, rationality
frequently obstructs usual social conventions.

Penny: So how’ve you been?
Sheldon: Well, my existence is a continuum, so I have been

what I am at each point in the implied time period.

Yet rather than making him seem authoritative, the hyper-rationality
renders Sheldon child-like in social interactions and he struggles with
relationships daily; the characters of Leonard and Penny often act as

protective parental figures to Sheldon’s child.

Penny: Oh, honey, did your mom not have the talk with

you? You know, when your private parts started growing?

As he appears to be in need of protection, it is difficult to equate Sheldon
with an identifiable model of hegemonic masculinity; therefore, the
rationality that often elevates men, in this instance at least, seems to

undermine the masculinity of this character.

Sexual Relationships

he struggle that Sheldon experiences with daily social
interactions is also present in the other geek’s relationships with
women. One of the main factors that make The Big Bang Theory
(2007) stand out from other representations of masculine identity in
popular culture is the way in which male sexual relationships are
portrayed. Rather than presenting a straightforward portrayal of
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heteronormativity, The Big Bang Theory (2007) portrays a range of
sexual relationships within heteronormativity. The relationships range

between successful, non-successful, ambiguous and ascetic.

Other than Sheldon, all the male characters seek sexual relations
with women, including those on the periphery of the homosocial group:
Stuart who owns the Comic Book Store, and Barry Kripke, another
scientist colleague, which reinforces the ideal of heternormativity of the
geek identity; gay geeks, or any gay characters are not represented at all.
Characters representing something other than the binary between
heteronormative and (often implied) homosexual sexualities are rare in
popular culture. While Bell (48) suggests that there is a distinct
relationship between gay and geek identities in urban environments in
that both groups have been marginalised, in the landscape of popular
culture, themes of homoerotic desire emerge, but are never dealt with
seriously, nor, as Peele suggests, are they represented as a ‘desirable
state’ (2). That men desire women remains a constant in representations
of geeks, and the lack of sexual prowess threatens the masculine

hegemony of the characters.

In The Big Bang Theory (2007) all of the geek characters refer to
sexual relationships as ‘coitus’. Referring to sex as ‘coitus’ does a number
of things: it describes male and female sexual interaction, which
reinforces heteronormativity; it is a ‘proper’ scientific term signifying
heterosexual relations only, and which creates formal distance between
the act of sex and emotion, and finally, as it is a scientific term, it elevates
its status, making it the zenith of relationships and therefore, more exotic
and unattainable. Freud referred to coitus as being distinguishable from
everyday sexual intercourse due to its ‘ceremonial’ nature (268), and for
many of the characters, sex is elevated to a higher, unattainable, plane.
Most of the characters fantasize about acting out sexual ceremonies at
which they will be masters, in which women occupy fantasy roles where
they will do what ever the men desire, even though the geeks do not fully
understand or fail to comprehend what that might be. Sexual relations
become a game to be played with specific rules, attainable only to the
winner, or part of science fiction fantasy to be acted out.
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While the protagonists mainly desire sexual relations with
women, it is unattainable to the geeks due to their lack of prowess that in
turn, appears to be a consequence of their focus on expertise
surrounding their work. When past relationships are recalled, they only
occurred singly or as a fantasy, therefore, there is little experience to be
called upon. In the early series, Leonard has an intermittent sexual
relationship with Penny, and Howard hits unsuccessfully on a number of
women, before finding a lasting relationship with biologist, Bernadette.
In this respect, Howard’s status becomes elevated above others in the
homosocial group, his identity shifts from a ‘man in waiting’, successful
in only one area of his life, to the more traditional characteristics of
masculine hegemony, and part of the patriarchal norm of the successful

married man.

While identifiable heterosexuality seems to be a signifier of
hegemonic masculinity, which is based on the idea proposed by Connell
(25) that heterosexuality dominates and oppresses homosexuality, what
constitutes ‘success’ in heterosexual relationships seems to be a more
fluid concept, and one that is seldom addressed as Connell (25) herself
notes — moreover, the contribution that success in sexual relationships
makes to hegemony is debatable.

In the show, the characters of Raj and Sheldon remain the most
anomalous. The character of Raj reminds us of the gendered and global
dominance of western scientific thought and the reach of the American
Dream. He embodies the cultural stereotype of an alien trying to
assimilate, sometimes unsure of the ways of the west, yet embracing the
positive aspects afforded by consumerism and distance from cultural
constraints. In another context, the character of Raj would demonstrate
‘compulsory nerdiness for orientalized others’ (Eglash Race Sex and
Nerds), but in the Big Bang Theory (2007), he is just another science
geek, yet his sexual orientation is more undefined than the others.
Occasionally, there are homoerotic overtones between Raj and Howard,
each sometimes taking on the feminine role that is missing from their
lives in the early episodes which suggests a queering of Raj’s identity. As
he is so unsuccessful with women, and seemingly terrified of them (yet,
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sometimes sleeps with them, notably, Penny) he occasionally wonders if
he is gay. But his muteness around women reinforces his sexual fears,
which might be related to fear of being weakened both sexually and
professionally by women (Freud 269). Rather than troubling the norms
of heterosexuality present in the text, Raj’s ambiguous sexuality
reinforces his otherness and outsider status as being culturally different.
It is Raj who benefits the most from the homosociality of the group’s
dynamic and his sexual identity is the most threatened when Howard
gets engaged to Bernadette, which upsets the order of the group and the
friendship. Not only does Raj lose his best friend, his singleness and
awkwardness amongst a group of people who are monogamous and
heterosexual defines him as other, and also serves to situate him as a

marginalised male, despite his high status as a scientist.

It is to the most sexually anomalous character of the group that I
now turn. In The Big Bang Theory (2007), the character of Sheldon
Cooper is differentiated from the other characters by his hyper-
geekiness and ascetic sexuality, which is a thread running throughout
the whole series. In the first episode, play is made around the sexuality of
the Sheldon and Leonard living together as roommates, and other
characters refer to their possible latent homosexuality. Sheldon’s lack of
sexuality is a highly explored subject throughout the sitcom. Sometimes,
it is attributed to ignorance about the act of sex, and his childlike
approach to social situations. Yet we discover that Sheldon is aware of
sex in its most rational form, but that he simply chooses not to engage

with it, and moreover, considers it a base act.

Sheldon: I'm quite aware of the way humans usually
reproduce, which is messy, unsanitary, and based on living
next to you for three years, involves loud and unnecessary
appeals to a deity.

Disengaging with sexuality reinforces Sheldon’s highly rational nature.
Whereas his childlike approach to social interaction appears to
undermine his masculine identity, his logical understanding of sexuality

is admirable and demonstrates profound self-mastery. Sheldon’s actions

49




Masculinities Journal

suggest that in the rational world of science, sexuality appears as an
irrational spectre on the horizon: sex is risky and uncertain, as well as

being ‘messy and unsanitary’, and Sheldon is highly risk-averse.

Moreover, to some extent, as science is based on fact and
rationality, the scope for risks is limited; something can either be proven
now, in the future, or not at all. Sex and sexuality challenges rationality,
the boundaries are more fluid as they are entwined with the
uncertainties of emotion, which Sheldon is keen to distance himself from.
Sheldon does not engage in sexual activities of any sort, either alone or
with others. Such self-discipline in modern culture is rare, and usually
directed toward honing the surface of the body through food and dietary
regimens, rather than controlling the ‘urges’ of the body (Twigg 208).

Control and orderliness might be a reaction to postmodern
hedonism that we have traditionally absorbed. While Sheldon’s self
discipline appears to be in line with modern values of a socially
integrated citizen, that he chooses to avoid sex has a substantial impact
on his identity as a man. He is no longer defined by his sexuality, but by
his position as a scientist. Sheldon has sacrificed himself to the higher
power of science, which elevates the status of science as something that
is worthy of such a tribute. Rather than engaging with sex and its
symbiotic relationship with consumerism, the character of Sheldon as an
ascetic, promotes the importance of science. Arguably, giving up, or
avoiding sex, and leading the life of an ascetic requires far greater self-
mastery (Peeters 25) than engaging in what might be termed as
normative sexual relations. Whilst portraying men who do not engage in
sexual relationships is not entirely absent from popular culture, as
evidenced in the film, The 40 Year Old Virgin (Apataw and Carrell, 2005),
that a man who is disengaged from sexual behaviour as a lifestyle choice,
rather than as a consequence of a medical issue, and is a popular
character in a very successful TV sitcom suggests an interesting shift in

the representation of masculine identities.

Yet despite his adherence to asceticism, in the fourth series,

Sheldon is set up on a date with a woman as a joke by Raj and Howard,

50



Masculinities Journal

and embarks on a platonic relationship with her. Partly aware of some
social conventions, Sheldon is keen to remind everyone that ‘she is a girl
who is my friend’ and Amy becomes another member of the gang. What
creeps into this relationship, is the way in which Sheldon is then able to
display his authority as a man over a woman, by taking the unusual step
of refusing to have sex with Amy, despite her desire. By refusing sex,
Sheldon is as much in charge of the relationship as a man who demands
sex of his partner.

Amy Farrah Fowler: Proposal: one wild night of torrid
lovemaking that soothes my soul and inflames my loins.
Sheldon Cooper: Counter-proposal: [ will gently stroke your
head and repeat "Aww, who's a good Amy?"

Amy Farrah Fowler: How about this? French kissing. Seven
minutes in heaven, culminating in second base.

Sheldon Cooper: Neck massage, then you get me that
beverage.

Amy Farrah Fowler: We cuddle. Final offer.

Sheldon Cooper: Very well.

Despite the rationality that appears to render him child-like, it is through
his asceticism that we understand and appreciate that Sheldon is, after
all, a man, capable of displaying masculinity and his link to patriarchal
values of power and control over others. Withholding sexual relations
appears to be as powerful a form of control as enacting sexual relations
over others, in this instance. Furthermore, what emerges here is that the
character of Sheldon sees little difference between men and women.
Rather than adhering to traditional binaries of male vs. female, Sheldon
views men and women as basically the same, the way in which they
differ is through degrees of intellectualism rather than through gender
or sexuality. In this way, he is a ‘sapoisexual’ (Peckham Urban
Dictionary). As he is not driven by his own sexuality, and he sees no
hierarchical difference between genders, it is no longer a lens by which
to read and assess others. This raises an important point around the way
in which genders are represented. Gender is portrayed in a way that
audiences can understand, but for the character of Sheldon, at least,
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gender differences might be less of a power struggle than we understand
it to be.

Conclusion

he landscape of popular culture has shifted, allowing for more

nuanced representations of masculinity (Peele 2) and geeks are

now more available as acceptable masculine identities. In the past
they might have appeared as marginalised identities, but waning
transnational business masculinity (Connell 25; Kimmel Global
Masculinities: Restoration and Resistance) linked to the decline of
economic prowess has meant that male success has been refigured.
While male success in business is still very much present, in
representations of men in popular culture, the geek is now no longer
marginalised, but appears regularly as a popular form of identity
(Feineman 5; Hoppenstand 209). The relationship between geeks and
science appears to be paramount in representations of geeks and
demonstrations of knowledge and expertise differentiates them from the
more ‘loser’ characteristics of Nerds. Geeks represent a reclaiming of
male scientific endeavour and a shift away from representations of
hegemony through consumption and beauty, and more towards abstract
knowledge, rationality and authority over others. In The Big Bang Theory
(2007) tropes of heretonormative male/female sexual relationships
appear highly familiar, but the way they are portrayed through the geek
characters of Raj and Sheldon specifically, represents a new approach to
the way that sexual relationships might be portrayed.

While varying degrees of male success is a prevalent theme in
popular culture, abstinence from sexual relationships, disinterest in
emotions of any degree and lack of differentiation between genders
appear as new themes, and while hegemonic masculinities are still
highly available in representations of popular culture, they are refigured
in the characters of The Big Bang Theory (2007).
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“But I Do Clean Up Real Fuckin’ Pretty”: True Detective
and Motorcycle Subculture Representation as Spectacle
and Diversion

Kathryn King
Loyola Marymount University

Abstract

Drawing on the extensive scholarship on subcultures, this paper
shall discuss the ways in which the television series True
Detective’s renderings of outlaw motorcycle clubs (0.M.C.’s), and
its suggestion that such representations are authentic actively

)«

undermines these groups’ “alternative hegemony” (Marxism and
Literature 111). Instead of challenging normative assumptions
held by our society and media outlets to which they cater, the
series’ directors engage in a method of incorporation that employs
both caricature and inaccurate representation of bikers to
reinforce preconceptions and/or misconceptions about this
subculture. Whereas the directors would like us to focus on
individual identities that are hidden behind presumed subcultural
facades, or “masks” (Pizzolato), we should instead consider what
Williams calls our willing “distraction from distraction by
distraction” (O’Connor 5), and understand the class struggle that
is occurring beyond these representations. By studying the
meaningful tenets and practices of this diverse “alternative and
oppositional formation” (119) and how the values and practices of
these groups are distorted by the show’s creators, my paper will
interrogate the ways in which True Detective offers its audience an
“authentic” image of subversion and, through its portrayal of
0.M.C's, reinforces dominant ideological beliefs about such
groups. Finally, [ will consider how the show’s representation of
subcultures occludes a larger discussion about race, gender, and
class in America.

Keywords: True Detective, Motorcycle Subculture
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“Ama Ben Gerg¢ekten Kahrolasi Giizel Temizlerim”: ‘True
Detective’ ve Motosiklet Alt Kiiltiiriiniin Gosteri ve
Yaniltmaca Olarak Temsili

Kathryn King
Loyola Marymount Universitesi

Ozet:

Bu makale alt kiiltiirlere ait derin literatiirden yararlanarak ‘True
Detective’ isimli televizyon serisinde kanunsuz motosiklet
kuliiplerinin nasil sahnelendigini ve bu tip 6nerilen temsiliyetlerin
gercekten etkin bir sekilde bu gruplarin ‘alternatif hegemonyalarin’
(Marksizm ve Edebiyat 111) nasil zayiflattigini tartisacaktir. Bu
serinin yonetmenleri, toplumumuza ve medya kuruluslarimiza hitap
eden ve bunlarin destekledikleri normatif varsayimlara karsi ¢cikmak
yerine, bu alt kiiltir ile ilgili ényargilar1 ve/veya yanls kanilari
motosiklet siiriiciilerini hem Kkarikatiire ederek hem de dogru
olmayan simgelemeyle giiclendirecek birlestirici bir metodoloji ile
ugrasmaktadirlar. Madem ki yonetmenler bizim farz edilen alt
kiiltiirel yanilsamalarin, veya ‘maskelerin’ (Pizzolato) arkasina
gizlenmis bireysel kimliklerine yogunlasmamizi istiyor, bizim bunun
yerine Williams’in adlandirdigt gonillii “oyalama tarafindan
oyalanmadan oyalandim” (O’Connor 5) durumunu degerlendirmeli,
ve bu temsillerin arka planinda meydana gelen sinif ¢atismasini
anlamaliy1z. Bu muhtelif ‘alternatif ve muhalif olusumun’ manidar
ilkeleri ve uygulamalarin1 c¢alisarak, ve bu gruplarin deger ve
pratiklerinin nasil ¢arptirildigini inceleyerek bu makale motosiklet
kultiplerini tasvirinden yola c¢ikarak ‘True Detective’in izleyicilere
sundugu ‘6zgilin’ bir yikim imgesi olarak ortaya ¢ikarmasini ve bu
gruplarla ilgili baskin ideolojik fikirleri giiclendirmesini
sorgulayacaktir. Son olarak, bu programin alt kiiltiir temsillerinin
Amerika’da 1rk, toplumsal cinsiyet ve sinif ile ilgili daha genis bir
tartismayi nasil engelledigini de géz 6niinde bulunduracagim.

Anahtar Kelimeler: True Detective, Motosiklet Altkultiiri
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True Detective, Biker Subculture, 0.M.C., Ideology, Incorporation,
Representation, Raymond Williams, Cultural Studies, Television
Studies, NicPizzolatto, Cary Fukunaga
It is perhaps the full development of what Wordsworth saw at
an early stage, when the crowd in the street..had lost any
common and settled idea of man and so needed
representations...to simulate if not affirm a human identity. (6)

-Raymond Williams, Selected Writings

When in Rome, brother.

-Rust Cohle, from True Detective

onsidering the ways in which television operates as both
mythmaker and constructor of reality for a broad American
audience is integral when confronted with fictional, televised
subculture representations. This is especially true when the television
series in question carries such extensive cultural cachet that critics hail it

m

a “dark masterpiece,” it breaks viewership records, entire cultural news
media sites devote pages to it, and even the president claims to be a
devoted fan (Nussbaum; Paskin; Day). Keeping in mind the works of
Raymond Williams and other prominent cultural theorists, I shall discuss
the ways in which the series True Detective acts as a text that serves—
through its surface renderings of outlaw motorcycle clubs (0.M.C.’s), and
its implicit assumption that such representation is authentic—to actually
undermine the group’s “alternative hegemony” (Marxism and Literature
111). Instead of challenging normative assumptions held by our society
and media outlets to which they cater, the series’ directors engage in a
method of incorporation that adheres to exhausted cultural stereotypes,
and employs caricature and an inaccurate, overly simplistic
representation of bikers—which, in turn, support preconceptions and

misconceptions about that group.

Whereas the series’ creators, NicPizzolatto and Cary Fukunaga,

would like us to focus on individual identities that are hidden behind
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presumed subcultural facades, or “masks,” (Pizzolato) we should instead
consider what Williams calls our willing “distraction from distraction by
distraction” (O’Connor 5), and understand the class struggle that is
occurring beyond our blind acceptance of such misrepresentation—
misrepresentation that serves to alienate citizens within the same
ideological framework. This holds especially true, since, as Graeme
Turner notes, “for cultural studies, ideology is the very site of struggle”
(197). Instead of highlighting the struggle between so-called normative
society and 0.M.C.s—a trope in which the series’ creators thoroughly
engage—I will emphasize the actual struggle between that particular
subcultural group and the ideological apparatuses and practices that
enhance its status as a cultural scapegoat. Finally, I will illuminate the
ways in which True Detective conforms to such practices and acts as such
an apparatus.

Motorcycle club subculture emerged proceeding the end of World
War II, during a time of enhanced American prosperity—and thus
consumerism—in which phenomena such as the increased alienation of
returning veterans and the advents of the civil rights and women’s rights
movements caused many working class white men to search out arenas
of belonging in which to articulate desire for power through dress and
activity (Hebdige 17; Quinn 384, 388; Librett 263). Utilizing many
aspects of military culture, such as hierarchal structure, misogynistic
tendencies, “mental toughness” and “solidarity” (Schouten and
McAlexander 48; Librett 259), traditional biker culture since then has
appeared, like many subcultures, to appropriate aspects of the dominant
culture for its own use. This is particularly true of outlaw bikers, whom
Barbara Joans characterizes as a group that “may or may not be
criminals,” that has not necessarily “broken any laws” but has forsaken
society’s rules and chosen to “reject common authority” in order to
“follow [its] own rules” (8). In other words, outlaw bikers are not
literally outlaws, but maintain a mindset of rebelliousness that
differentiates itself from middle-class American values. However, their
occupation of the liminal space between and within subculture and
dominant culture has achieved a relationship between the two groups of
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simultaneous hostility and indispensability. Without law enforcement to
brand them as criminals, outlaw bikers would lose that integral feature
of their identity. Without major corporations like Harley-Davidson from
which to purchase the necessary artifacts of their subculture, they lose
not only the aesthetic aspect of style that Dick Hebdige sees as a
necessary component of all subcultures, but also what Whang, et. al,,
refer to as that “romantic relationship” they share with their motorcycles
(324). Without the rules and common practices to stretch, parody, and
break from—while still existing as American citizens—these groups
would not pose any danger, since their very identity is interwoven
within the society that creates such rules. That identity is a reaction
against certain mores (conformity, complacency, tolerance), and yet it
adheres to others (consumerism, patriarchy, white supremacy). Mid-
20t Century biker films such as The Wild One and Easy Rider—and even
films where bikes are not a thematic focus, but contribute to a diegetic
structure of feeling within the text, such as Rebel Without A Cause—
reflect such an identity both explicitly and implicitly, with their
overwhelmingly white male casts who exude toughness, encourage

female objectification, and engage in lawlessness.

As in many upturns of a nation’s overall socioeconomic status,
those at the bottom rungs of the earnings ladder remain marginalized,
even when their capacity to consume increases. As Hebdige, in his study
of English subculture, notes, “the advent of the mass media, changes in
the constitution of the family, in the organization of school and work,
shifts in the relative status of work and leisure, all served to fragment
and polarize the working-class community, producing a series of
marginal discourses within the broad confines of class experience” (74).
Analysts of American biker subculture, such as Joans, Mitch Librett, and
Hunter S. Thompson agree that a similar shift was occurring in the
United States. When their financial situations seemed dire or precarious
in opposition to the burgeoning incomes of the seeming majority of their
generation, such working-class groups tended to externalize their
frustrations, since they lacked “[t]he possession of wage itself” which, it
can be argued, aids in establishing a man’s sense of masculinity (Willis,
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“Social Reproduction as Social History” 92). Fears of “becoming
apparently useless” and the increasing numbers of female heads of
household from the middle of the last century into today have also
encouraged their “aggressive assertion of masculinity and masculine
style for its own sake” (93-97). Joans discusses exactly how the
influence of economic stagnation and the subsequent growing number of
women in the workforce affected these men’s thoughts and actions,
noting how, even into the present day “[i]t is difficult, if not impossible...
to make a middle-class living on one paycheck. It is just as difficult to
achieve a working-class lifestyle.” She goes on to acknowledge that,
“[s]ince economic support, paychecks, and male status no longer
symbolize manhood in America, men look toward other expressions of
masculinity” (85). Thus, bikerdom is not simply an outgrowth of
criminality-as-personal-choice, but is also a reaction to growing
economic disparity, the diminishment of the middle class in America, and
the unstable autonomy of the white male.

Hebdige, in summarizing Stuart Hall, notes how “appropriated
objects reflect values, beliefs, concerns, and self-image of the subculture”
(114). The most obvious appropriated item, in this case, is the
motorcycle. This tangible object sums up for biker subculture more than
simply a means of transportation or a status symbol. Rather, it serves as
an extension of the self—as a metaphor of otherness and liberated
autonomy as well as a visible attribute that sets the rider apart from the
rest of society. It also can be seen as an empowering phallic symbol,
enhancing the bikers’ manhood abstractly in ways they feel incapable of
doing so financially. As Marhsall McLuhan points out, “the main feature
of” such “machines...is the immediate expression of any physical
pressure which impels us to outer or to extend ourselves, whether in
words or wheels” (247). The bike facilitates symbolic expression and the
need to communicate with others in a way that is pertinent and
meaningful for the individual, and in a way that he is perhaps disallowed
by the dominant culture in which he lives. McLuhan goes on to write
that, “[t]Jo have such power by extension of their own bodies, men must
explode the inner unity of their beings into explicit fragments.” (252)
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This implies that possessing the same tangible source of power that
biker culture necessitates also limits the expresser, in the sense that, by
compartmentalizing the self, and by enhancing one of many attributes to
the diminishment of others—in this case, riding a motorcycle—the
individual is often perceived as wholly possessive of that single,
prominent characteristic. The biker, then, appears just that and that

alone—a motorcyclist, and nothing more, to the outsider.

However, these individual caricatures of seemingly singular
characteristic need group dynamic structure in order to solidify their
identity and purpose. As Paul Willis states, groups such as biker “proto-
communities produce, or have the capacity to produce from within
themselves...moral and ethical feelings and capacities to fill the moral
vacuum left by the market and to place against the unacceptable elitism
and authoritarianism of party and institution.” (146). Within them, any
given member can create a space for himself that provides what the
dominant ideology lacks, excludes, or finds deviant—becoming what
Hebdige, in borrowing from Roland Barthes, sees as “the ‘mythologist’
who can no longer be one with the ‘myth-consumers,” for whom “the
bric-a-brac of life’ summon up...the very fears which they alleviate for
others.” (139). As Joans also notes, biker culture engages in
“separatism” because of its very wariness of the practices of the
dominant culture. This, she notes, is ultimately interpreted by members
of that dominant culture as “racist, anti-Semitic, homophobic, and
misogynistic” (242). While such descriptions are true of some bikers, it
is also helpful to note that those traits did not grow simply from the
clubs themselves—that, in fact, they mirror the very racism,
homophobia, and misogyny that has existed as part of American
ideological practices since well before the presence of motorcycle clubs.

Phil Cohen states that “subculture is also a compromise solution
to two contradictory needs: the need to create and express autonomy
and difference...and the need to maintain the security of existing ego
defenses” (84). Such an interaction between expressed power and
internalized vulnerability reflects the anxieties of masculinity that are
characteristic of outlaw motorcycle clubs. There are several overt and

64



Masculinities Journal

contradictory forces that exist simultaneously within biker identity— on
the one hand, aggressive masculinity, a sense of personal autonomy,
power, authority and freedom, and acts of outrageousness and
lawlessness, and on the other hand, group dynamics, strict obedience to
the tenets of the subculture, and acts of consumer loyalty (Schouten and
McAlexander 51-55). These traits further complicate one-dimensional
renderings of people from such groups as True Detective delivers
because they illuminate the multi-dimensionality of those groups while
still reconciling their members’ need to assert a tough and manly image,
even when that very image seems to be fading from their grasp. What
Thompson noted in the 1950’s, and what still holds true today, is that
“[iln a world increasingly geared to specialists, technicians and
fantastically complicated machinery [today we could substitute the term,
“technology”], the outlaws are obvious losers and it bugs them. But
instead of submitting quietly to their collective fate, they have made it
the basis of a full-time social vendetta. They don’t expect to win anything,
but on the other hand, they have nothing to lose” (54). However, where
difficulty arises is in normative society’s interpretation of bikers. As
Hebdige points out, the subculture’s “objections are lodged, the
contradictions displayed...at the profoundly superficial level of
appearances: at the level of signs” (17). Where the communication
between bikers and outsiders breaks down, then, is at this level,
especially when a meaningful context is not provided to non-bikers and
other members of the dominant culture that explains the causes or
reasons for their seemingly deviant behavior. When the bikers, indeed,
feel they have “nothing to lose,” they oftentimes find nothing to gain,
either, because society misinterprets their actions as criminal only, and
not as indicative of larger issues within the dominant culture.

True Detective utilizes these relationships not in the complex and
contradictory ways in which they are often found in society, but as a
means to create an overly simplistic, stereotypical, and utterly alienating
representation of them. The effect is that a negation of the subculture’s
rich history, beliefs and practices leads to a dangerous re-branding of
what biker subculture is truly about, and this reinterpretation becomes
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inevitably limiting and misleading. Instead of noticing the complex
interplay between subculture and dominant culture, the viewer is only
given a terrifying and stereotyped caricature from which to assess
0.M.C’s. As Suzanne McDonald-Walker points out, “[i]n the complex
social circumstances of contemporary society, wherein people rely
increasingly on information from external sources for knowledge rather
than relying on the rooted, face-to-face experience of daily life, it thus
becomes easier to demonize people” (34-35). Rather than view bikers as
part of our society, then, we distance ourselves from them in order to

judge them based on inaccurate information.

Instead of critiquing the perceived singularity of bikers, the
series offers up something similar to what McLuhan assumes, where the
aesthetic elements of biker culture—not to mention our traditionally
held preconceptions about it—come to the forefront and are, in fact, all
that the directors require the audience to understand about that group.
As Cohen points out, actual bikers’ very criminality serves as a symbolic
commentary on the ways in which they feel limited by society. To Cohen,
“[d]elinquency can be seen as a form of communication about a situation
of contradiction in which the ‘delinquent’ is trapped but whose
complexity is excommunicated from his perceptions by virtue of the
restricted linguistic code which working-class culture makes available to
him” (86). However, more often than not—and definitely in the case of
True Detective—such criminality appears only as spectacle, and the
biker, who “embrace[s] the outlaw life” (Pizzolatto) seems entirely
responsible for it, while the society that has facilitated his place at its
margins escapes culpability. Hebdige writes, “a credible image of social
cohesion can only be maintained through the appropriation and
redefinition of cultures of resistance...in terms of that image” (85)—by
“mak[ing] them both more and less exotic than they actually are” (97),
and by presenting them to “be trivialized” or “transformed into
meaningless exotica” until “the difference” between them and outsiders
“is simply denied.” (97). True Detective’s Iron Crusaders are more exotic
because they appear dangerous, devil-may-care, even violently racist,
and less exotic or trivialized because, ultimately, they fail in acquiring
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the money they set out to steal—and this, it is implied, is due to their
bumbling inefficiency and hair-trigger responses. The fact that they are
placed into a violent struggle over this money with an equally poor and
marginalized group of African Americans—if done effectively, could have
highlighted their struggle within a society of class inequality in an
effective and nuanced way, but in execution does quite the opposite—
only makes caricatures of everyone involved. The scene devolves into an
image of the exhausted trope of Southern good ol’ boys versus poverty-
stricken, hip hop-loving, black drug dealers. These groups are in no way
affected by the conspiracy instituted by the religio-political, hegemonic
Tuttle dynasty that plagues other marginalized groups throughout the
series; they are merely puppets Rust uses in order to ultimately gather
information about his case. Worst of all, they conform to and reinforce
stereotypical assumptions held by normative society: that all bikers and
poor African Americans are violent criminals to be feared. Because of
that, we don’t understand their violence. We only witness it as spectacle,

to dismiss or enjoy as we please.

Finally, the fact that a drug deal would occur within the public
biker milieu is also unlikely, since, as Librett points out, “[o]utlaw club
officers...maintain that any illegal activity that involve([s]...individuals or
even groups...d[oes] not involve the...organization” (259). In other
words, it would be a cardinal sin for a member of an outlaw motorcycle
club to conduct illegal business in view of, or as representative of, the
rest of the club. ].F. Quinn echoes such sentiments, stating, “Most bikers
have learned through personal or vicarious experience to conduct their
business in a way that helps protect the club from direct prosecution”
(386). So, an instance in which both a drug deal and robbery are
concocted—the latter crime being immediately executed upon
discussion of it—with such an outsider as the long-lost biker persona
whom Rust Cohle performs, reflects a case of mostly fiction. For an
organization that is built upon regular participation, obedience, and
trust-building of its members—who must remain utterly familiar with
one another throughout their subculture experience—such nefarious
activity with someone who simply pops out of the blue and essentially
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claims to have risen from the dead is antithetical to that organization’s
essential core values. The scene also paints this group as imbeciles who
lack impulse control and proper planning. Such character diminishment
to caricature-like status reeks of what Hebdige refers to as the “re-
definition of deviant behavior by dominant groups” (94). Their
criminality, then, becomes not a performance relating the struggle of
people from their socioeconomic class, or of white male anxiety losing its
dominance in an eve-increasingly pluralistic America. Rather, it merely
serves to reinforce preconceptions about outlaw bikers—that they are
backwards and inherently violent individuals whom we should either
mock or fear accordingly. Thus, their very language—the way they
communicate their frustrations to the rest of society by use of their
bodies and practices as text—is appropriated, manipulated, and
undermined by the show’s creators, and their agency is therefore
diminished. What once previously existed as a direct communication
concerning identity and alternative lifestyle from bikers themselves to
normative culture becomes, when intercepted by outsiders within that
normative culture, an interpretation—a poor translation that effectively
loses the significance and meaning of the original. Bikers no longer
possess the autonomy of representing themselves; people from the very
group that didn’t understand them in the first place appoint themselves
mediators and interpreters through such representation.

Devoid of meaning—as they are often understood by those who
do not exist within the subculture—the groups’ expressions turn into
nothing more than spectacles for their own sake. During what Schouten
and McAlexander refer to as “performing for an audience” in which
“Harley riders seek, monitor, and respond to audience response” (46),
the intercourse between subculture and larger culture provides for the
former an expression of identity through difference—bikers let outsiders
know through their very acts that they stand apart, that they belong to a
community of alternative shared beliefs and values. Unfortunately, that
is not always how the audience perceives such actions. The media’s
pervasive rendering of bikers as criminals, wayward youth, or tattooed
hedonists generally offers little more than a cursory, negative illustration
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of who they really are. As Librett notes, not only is the mass public’s
perception of biker culture influenced by the Ilargely negative
stereotypes of outlaw bikers presented in the media, bikers’ images of
themselves are affected by such media representation. Thus, they often
unwittingly conform to it—because of a need to appear tough, different,
or liberated from the confines of society—the consequence remaining
that the bikers are only understood on the most surface of levels (258).
Quinn, building upon Thompson’s earlier work, states that, “bikers
deliberately present themselves as dangerous outlaws with nothing to
lose. However, this image is more commodity than reality” (384), since
the display itself downplays the complex lives such individuals lead and
only alludes to their existence as bikers. Furthermore, as several sources
point out, the majority of biker culture is not criminal, hence the
demarcation of “1%”—the traditional proportion of subculture members
who consider themselves active criminals—versus the other “99%"” of
bikers who are average, primarily law-abiding citizens like the rest of
society (Librett; Quinn; Schoten&McAlexander). Through the limited
expression of these groups’ style, a breakdown occurs at the level of
meaning in that only style aspects and not belief systems or the
meanings behind rituals are addressed. Such superficial interpretation is
akin to Williams’s discussion of television in general, in which we as
viewers allow ourselves to watch “the shadows of shadows and find
them substance” (O’Connor 5). Since we lack an understanding of their
motives and of their internality, we find them objects of fascination, and
nothing more. Or worse, we rely on misleading representations of them
to formulate our knowledge and opinions of them.

While it would be a little too on-the-nose to say that because this
racist, not highly educated batch of peripheral characters is the only type
of motorcycle culture represented—and thus skews the audience’s
perceptions of all subcultures—it is still relevant to discuss this
particular series’ weak ability to translate motorcycle culture effectively
to a mass audience. The fact that Pizzolatto and Fukunaga chose to
represent the criminal aspect of outlaw biker culture is another indicator
of the show’s bias in favor of misrepresentation. If society’s image and
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bikers’ images of themselves are influenced by media representation,
then several possibilities emerge. First, non-bikers see bikers as more
criminal, tough, or rowdy than the majority of them actually are. Second,
bikers themselves, or at very least peripheral and neophyte members of
the subculture, enter into it with the notion that they will achieve such
toughness, individuality, outsider status, or sense of liberty, when in fact
they are engaging largely in consumerism, and not much more. This is
especially true if we consider that the constructed media “reality” only
represents those surface aspects of the subculture already mentioned.
Such representation implies that anyone—even a cop—can infiltrate the
subculture as long as he walks the walk and talks the talk. However, he
does not have to believe the beliefs. This is apparent with Rust, who
literally becomes a biker by fishing around for a costume within a kit.
Even Marty’s inability to blend in at the biker gathering is a result of not
of his middle class anxieties, his desire to assert his masculinity, or his
misogynistic tendencies (all things that he would share in common with
members of biker subculture). Instead, it is his inability to fully adopt
the style alone of bikers that makes him an outlier—his Pink Floyd shirt,
his mid-priced sedan, and his baseball cap are what let us know that he
doesn’t belong. What Pizzolatto and Fukunaga are implying, then, is that
it is only the superficial and not the consistent practice of beliefs and
meaningful rituals that make a biker. This is best symbolized in Marty’s
not knowing the password for entry that allows Rust into the gang’s
elusive fold. Because he doesn’t know the stylistic code, the “talk” as it
were, we understand that he is not a biker. We also understand, then,
that shared frustrations about the dominant ideology—those qualities
Marty shares with the bikers—don’t matter, either, and only surface
aspects do.

Such a limited representation is complicated by the idea that—as
Hebdige, in borrowing from Barthes, notes—the “principal defining
characteristic” of “mainstream culture” is “a tendency to masquerade as
nature” (102). We are expected to take this representation as a natural
and realistic rendering, when actually our notion of what it means to
belong to biker culture is based on artifice and misreading. The truth of
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the matter is that “[o]ften the grounded aesthetics of the young are
suppressed or even criminalized rather than developed” by our
mainstream culture (Willis, Common Culture 146). Therefore, the belief
in a false reality where criminality is entirely voluntary and inherent
within the individual—and nothing more—denies the actual extenuating
forces of class, of otherness, and of the oppressive hegemony of the
dominant culture. When we hear a character, such as bike gang leader
Ginger, saying that he “embrace[s] the outlaw life,” (True Detective) we
conclude that his situation exists within a vacuum—that the
circumstances of socioeconomic status, crisis of masculinity, and racial
tension engendered by a Southern, isolationist culture should be
overlooked primarily in favor of his voluntary lawlessness.

It would surprise no one that, from the directors’ perspectives, the
impetus for coherently and thoroughly articulating their specific, artistic
aims would trump the desire for accurately representing a group that
receives less than an entire episode’s worth of screen time. However, it
is important to note that when such a group is, in fact, misleadingly
portrayed, and that portrayal exists within an “episode [whose] theme is
identity and the masks people can wear,” (PizzolattoTrue Detective:
Inside) then the audience ultimately presumes that simply by belonging
to such a subculture, one engages in the act of concealment and pretense.
This is further made problematic by the very single-dimensionality in
which the group is illustrated. If motorcycle subculture reflects style
without substance, the masquerading of a facade persona that hides the
true individual beneath it —as True Detective would have us mistakenly
believe—then, of course, we come to the misconception that every object
or ritual associated with it is nothing more than an act of pretense.
However, as Willis points out, the very purpose of subcultures is to apply
meaning for those who otherwise find its lack in contemporary society
(Common Culture 146). If we take this meaning away from them, they
become caricatures with no existence or purpose beyond their surface.
While the idea put forth by Rust Cohle, that “we are things that labor
under the illusion of having a self,” (True Detective) can be perceived as
provocative and even transcendental, in this context it is entirely
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dangerous, because it attempts to reduce the significance and purpose of
subculture to a pointless exercise in asserting an identity that is not
really there. Pizzolatto’s answer to Lawrence Grossberg’s question, then,
regarding “the conditions through which people can belong to a common
collective without becoming representative of a single definition” (88)
seems to imply that such conditions do not exist—that, in fact, we are all
the same and that it is the collective itself that is at fault for promoting
diverse and alternative ways of existing, and not the outsider from
within the larger, normative culture who interprets it in an overly
simplified manner.

If, as Hebdige points out, “it is this alienation from the deceptive
‘innocence’ of appearances...[that gives subculture members] impetus to
move from man’s second ‘false nature’ to a genuinely expressive artifice,”
(19), then what happens when those appearances are presented as false,
or as masquerade? What if the “genuinely expressive artifice” is
ultimately intended to appear disingenuous? While Pizzolatto and
Fukunaga would like to think of the abandonment of subcultural ties as a
positive experience, in which men ultimately come together in shared
vulnerability to shed the artifices of projected self and be “true” with one
another (as they do at the series’ end), they also fail to understand that
individuals do not abscond the self within their proto-communities, but
rather find a more valid sense of reality and identity within them. The
directors’ antidote for alienation, then, becomes problematic because it
assumes the fictitiousness of subculture—or, at very least, the
superficiality of it—and favors a more normative “truth.” As Hebdige
notes, “If we emphasize integration and coherence at the expense of
dissonance and discontinuity, we are in danger of denying the very
manner in which the subcultural form is made to crystallize, objectify,
and communicate group experience” (79). Bikers are no less true to
themselves than anyone else because they engage in struggle, in
contradiction, and in tension. When truth becomes predicated on
whether or not men can get along, then conformity becomes a requisite

reality.
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Every aspect of the exchange between Rust and The Iron
Crusaders is superficial, misleading, and not what it is made to appear:
from Rust acting undercover, to his occupation as law enforcement
officer while engaging in more lawless activity than virtually anyone on
the show, to the bikers’ need to set themselves apart as outlaws.
Because they are ready and willing to do business with someone who is
clearly inauthentic, we begin to question the authenticity of their
subculture. The protagonist's smarmy, ultimate revelation at the
season’s closing—that of his (and thus, all our) inclusion in some
transcendental, community of pan-humanity that exists beyond the
space-time continuum—reinforces the idea that all personae and
affiliations, subcultural or otherwise, are only facades, and that the only
true self is the one that exists as part of the whole. If this idea existed on
its own, it would still be quaint, but at least acceptable. However, the
presence of material ideological forces that Louis Althusser discusses
and the pervasive, oppressive, normative, and homogenous cultural
atmosphere that they serve to reproduce—studied by the likes of
Hebdige, Willis, Hall, and many others—should remind the audience that
any talk of difference-as-illusion dangerously flirts with a championing
of submission and obedience to the dominant, the oppressive, and the

normative.

We must keep in mind the milieu within which the directors are
operating—first and foremost, as part of television “broadcasting,” what
Williams calls a “powerful form of social integration and control” whose
development is facilitated by “corporations which express the
contemporary interlock of military, political, and commercial practices”
(Television 23, 134). According to Murdock and Golding, “to focus simply
on the media’s representations of the real...is to ignore the structure that
determines their very existence” such as the controllers and owners of
cultural production, the dominant capitalist class, and the media (Turner
191). It is not in the directors’ financial interests, then, to provide a
program that thoroughly, honestly, and objectively explores the ways in
which a fringe culture such as an outlaw motorcycle club creates
alternative ways of being for its members who cannot conform wholly to
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mainstream ideology. Nor is it feasible for the directors to actively
critique the ways in which society is responsible for its own deviant
outgrowths and its subsequent repression of them. Rather, by relying on
stale interpretations of such a group (and many other margin groups),
Pizzolatto and Fukunaga not only secure their status within the
ideological framework, they become its purveyors. Because of this, they
accomplish one of the primary aims of mass media—the creation of
visual mythology “in which class is alternately overlooked and

overstated, denied and reduced to caricature” (Hebdige 87).

We must also keep in mind the larger American culture within
which the milieu of television broadcasting operates—a culture that, as
Williams points out, implicitly reminds us all that while the bikers’
“unauthorized violence is impermissible,” (Television 123) our
government’s institutionalized and systematic violence perpetrated in a
myriad ways, as well as our implicit agreement via our role as taxpaying
citizens who fund such violence—should be considered normative. In
the same way that Joans discusses how we cannot extricate bikers’
racism and sexism from the larger American culture from which those
concepts were adopted, neither can we assume their violent criminality
is entirely of their own making, and not an outgrowth of ingrained
cultural ideas and practices. Our fixation with these brutal archetypes,
then, is a result of our own brute culture. Whether we understand them
as cathartic elements of whose lack of inhibition we can only fantasize,
or as receptacles for our ire and judgment (which, in turn, affirm our
own constructed sense of righteousness), does not matter. What matters
is that, in either case, our ability to distance ourselves from such a
community becomes apparent, and shows that we are unable to consider
our own involvement with its genesis. We find a scapegoat for our

transgressions, and move on with our feigned redemption.

When surface aspects of the subculture being portrayed are
realistic, but its tenets, history, and rituals are either ignored or
undermined, then a very plausible consequence arises. There grows an
understanding, on the part of outsiders, that such a limited and one-

dimensional representation is entirely truthful, and that, at its core, the
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subculture is hollow. When we, the audience, understand this to be
reality, a dangerous outcome follows—that “the right of the subordinate

m

class...to make something of what is made of (them)”” never occurs, and
that same class never finds the opportunity to “rise above a subordinate
position which was never of [its] choosing” (Hebdige 138-39). This is
the unfortunate end result of Williams’s notion of “incorporation”
(Marxism and Literature 115)—that normative ways of life succeed over
marginalized voices, that our disagreement with the dominant ideology
is silenced, and that otherness is regarded as undesirable, criminal, or
worst of all—becomes incorporated. When this happens, something that
once seemed to challenge cultural practices becomes unthreatening,
ubiquitous, and mainstream. In other words, it is swallowed up by the
very dominant culture from which it has tried to rebel and whose
practices it put into question. American culture reflects this tenuous
sense of sameness in that “[t]he highest income cannot liberate a North
American from his ‘middle-class’ life...[tlhe lowest income gives
everybody a considerable piece of the same middle-class existence,” and
where “we really have homogenized our schools and factories and cities
and entertainment to a great extent” (McLuhan 299) Biker subculture’s
actual dangerousness as an expression of class, gender, and racial
inequality becomes diluted into an exaggerated dangerousness of each
member’s presumed violent criminality. We cease to understand the
group as reacting to the dominant’s restrictiveness and oppression, and
instead we react against bikers themselves.

Ultimately, it is biker subculture’s desire to escape the sobering
reality of class inequality that lies beneath the caricature we are
presented. Since such a desire is never fully articulated onscreen, the
audience never engages in the larger discussion it seeks to promote.
Thus, no matter how different we are socioeconomically, intellectually,
culturally, and otherwise, we cling desperately to the archaic notion that
we are all, and should all be, exactly the same. Any deviance from this
norm of homogeneity and any questioning of its validity, unless
thoroughly understood as meaningful, will be undermined through the
process of incorporation and assimilation. Cohen echoes these
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sentiments even more cynically, writing that “[i]f the whole process [of
emergent subcultures] seems to be circular, forming a closed system,
then this is because subculture, by definition, cannot break out of the
contradiction derived from the parent culture” (Cohen 84). If, as Cohen
suggests, nothing has been transformed from one generation to the next,
then change is not likely to occur, and subcultures never become capable
of completely achieving the alternative hegemony they desire. Instead,
they remain mired in the inability to articulate their frustration with the
dominant culture and are only seen as others to be feared, mocked, or
otherwise judged.

With True Detective’s biker gang, we are provided with a
stereotype that likely would not corroborate with our real-life
encounters with members of that same subculture. Its construction of
such a group as a hollow and shallow, but also as tough and dangerous,
conforms to our normative ideology’s tendency to mark it as deviant
while simultaneously allowing its incorporation into a culture that
increasingly masks homogeneity as pluralism and consumerism as
otherness.  Willis refers to this phenomenon as “contradictory
empowerment, ” and while he considers the market as a limit to cultural
emancipation, he also sees it as a means to “open the way to a better
way” against such restriction (Common Culture 159). Sure, True
Detective appears subversive in its portrayal of anti-hero Rust Cohle
spouting such nihilistic gems as, “You got to get together to tell
yourselves stories that violate every law of the universe just to get
through the goddamn day? What does that say about your reality?”
However, it does little to engage in such contradictory empowerment
because, ultimately, the show rejects such nihilism while maintaining the
falsity of identity. Willis also believes that individuals should become
cultural producers rather than remain in their current state of cultural
consumers (145-46). It seems, though, that most of us, like Pizzolatto
and Fukunaga, when given the opportunity to do so, merely reiterate and
reproduce the existing ideology through the material practice of art-

making.
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In order to substantially impact the current practices of ideology,
we need to encourage a movement, as Grossberg states, that will “move
beyond models of oppression,” and “move towards a model of
articulation as ‘transformative practice’” (8). Put another way by
Williams, “renewable social action and struggle” are what we need to
revolutionize the “[cJurrent orthodox theory and practice” in which
television production and viewership engages (Television 134).
Presenting subculture isn't enough—we need to do so in a manner that
brings under scrutiny the institutionalized practices that create such
social schism. For, unlike McLuhan believes, it is not “uniqueness and
diversity that “electric conditions” engender “as never before” (422).
Rather, a television program like True Detective solidifies the ruse of
diversity within an ideology that privileges homogeneity—that is “not
irresistibly imposed...only ‘preferred” (Turner 91)—by only allowing

the viewers to understand members of biker subcultures as effigies.

By studying the meaningful tenets, history, beliefs, practices, and
cultural significance of biker subculture as a diverse “alternative and
oppositional formation” (119) that acts as a response to dominant
American ideology, and how a representation of that formation is
distorted by the show’s creators, we understand ways in which True
Detective misleadingly presents an image of subversion and, through its
portrayal of O.M.C.s, actually conforms to and enhances dominant
ideological beliefs about such groups. Such a practice diverts of the
audience’s focus on and understanding of biker subculture, serving to

avoid larger discussions about race, gender, and class in America.
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“No, It’s Not Like Any Other Love”:
Latino Morrissey Fans, Masculinity, and Class

José G. Anguiano

California State University
Abstract:

This essay interrogates the rise of Latino fandom for British
musician Morrissey within the contexts of masculinity and post-
industrial working-class communities. The links between stardom,
class and masculinity are examined across icons such as James
Dean and Elvis Presley. Heterosexual male fans were interviewed
about their admiration for Morrissey and his influence on their
gender expression and ideas about masculinity. The Latino men
reported that listening to Morrissey’s music broadened their
understanding of masculine expression and inspired many of the
men to advocate for gender queer individuals. Overall, the men felt
the music opened them up to expressing emotions and allowed
them to imagine other modes of masculinity besides hyper

masculine American or Latino ideals.

Keywords: Latino Masculinity, Fandom, Morrissey
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“Hayir, bu herhangi baska bir ask gibi degil”:
Morrissey’in Latin Fanlari, Erkeklik ve Simif

José G. Anguiano

California State University
Ozet:

Bu cahgma, Ingiliz miizisyen Morrissey’in Latin fanlarinin
sayisindaki artisi erkeklik ve endiistri sonrasi is¢i sinifi topluluklar:
cercevelerinde analiz edecektir. Yildizlik, smif ve erkeklik
arasindaki iliski James Dean ve Elvis Presley gibi ikonlar iizerinden
incelenmigstir. Heteroseksiiel erkek fanlar ile Morrissey’e
duyduklar1 hayranlik, Morrissey’'in onlarin cinsel kimliklerini
ifadeleri ve erkeklik hakkindaki fikirleri hakkinda goriistilmiistiir.
Latin erkekler, Morrissey’in miizigini dinlemenin onlarin farkl
erkeklik ifadelerini anlamalarini genislettigini ve onlar1 kuir
kimlikleri savunma konusunda cesaretlendirdigini belirttiler. Genel
olarak, erkekler, miizigin onlar1 farkli duygular1 ifade etmede
ozglrlestirdigini ve asir1 maskillen Amerikan veya Latin
modellerden farkl diger erkeklik suretlerini tasarimlama imkani

sundugunu belirttiler.

Anahtar Kelimeler: Latin erkekligi, fanlik, Morrissey
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n 1982, in Manchester, England Steven Patrick Morrissey, a bookish

loner, joined forces with local guitarist Johnny Marr to form the

Smiths. Marr’s catchy guitar based melodies coupled with Morrissey’s
angst driven lyrics, unconventional subject matter and enigmatic persona
quickly catapulted the Smiths into chart success and pop idol status in the
U.K. By the time the group disbanded in 1987 they had recorded five
critically and commercially successful albums with several top ten singles,
and perhaps just as important, a cultish fan base. After the partnership
dissolved Morrissey went on to a successful solo career that to date
includes ten albums, several hit singles and numerous recognitions. In
fact, Spin magazine (1989) rated the Smith’s The Queen Is Dead album as
the greatest album ever made, among other accolades from the music
press. Although short lived compared to other celebrated British bands
many music critics consider the Smiths the most important band to come
from England during the 1980s (Hawkins Settling the Pop Score 72).

By the 1990s Morrissey and the Smiths became common household
names for millions of teenagers and young adults in Southern California as
well, a large percentage of which were Latino. This is partly explained by
Los Angeles based radio station KROQ that frequently played the
Smiths/Morrissey and other new wave English bands such as Depeche
Mode and New Order during the 1980s and continued to play this music
during “flashback” programming. Yet, of all the music of the era why does
the forlorn music of the Smiths and Morrissey produce such ardent
Chicano/Latino followers? As KROQ transmitted Morrissey’s melancholic
lines, set to Marr’s “jangly” guitar across Southern California, the music
resonated in a Latina/o audience KROQ overlooked. For despite notable
Chicano/Latino contributions to rock ‘n’ roll—from Ritchie Valens to
Question Mark and the Mysterians through Carlos Santana, Los Lobos and
Ozomatli, to name a few—Chicanos, and Latinos in general, have never
been taken seriously as an audience for rock music (Reyes and Waldman;
Loza; Avant-Mier). This disregard of U.S. Latinos as consumers and
listeners of rock music operates on many levels and through various
discourses that legitimize the invisibility of the Latino rock fan. Prevalent
among them, and informing many others, are: (1) rock’s long standing
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black/white dichotomy, (2) the music industry’s erroneous belief that
there is no market or Latino rock audience, and (3) “sonic stereotypes”

about what type of music Chicanos/Latinos listen to and consume.

Gustavo Arellano of the Orange County Weekly has argued that
media coverage of Latino Smiths and Morrissey fans is “universally
condescending, if not outright racist” (3). Nor is the first time that
Chicanos have been attacked on the basis of their fandom. One example
being the unfortunate comments Howard Stern made in reference to
Latino adoration of Tejana diva Selena and the media’s general
bewilderment at the outpouring of grief in the Latino community (Paredez
71). Both Morrissey fans and Selena fans are examples of what José
Esteban Mufioz calls an “affective excess” that marks Latinos as non-
normative and therefore un-American, in this casefor caring too much, for
the wrong stars (70). Historically, fandomhas beencharacterized as a
pathologicaldisorder or susceptibility to violence, but race and ethnicity
adds a further layer of stigma and marginality (Jensen).

It is within this context that inexplicably and unintentionally,
Morrissey’s passionate themes of disappointment, rejection, isolation, and
contradiction reach a young Latino audience coming of age in a racialized,
marginalized, and impoverished environ of Los Angeles. British “Dark
Wave” music—which includes bands like the Smiths, the Cure, and
Depeche Mode—featured industrial sounding beats and drums often
coupled with dark lyrics coincided with changing demographics and the
implementation of devastating neoliberal economic policies in Southern
California. The destitute sounds of Thatcher era Manchester, England
resonated with Chicano/Latino youth in the barrios and the suburbs of
Los Angeles. The majority of Morrissey’s Latino fans come from the
working-class neighborhoods of South L.A., Orange County and the vast
eastern corridor that runs from East Los Angeles into the Inland Empire.
Depictions of Southern California as Hollywood glamour and affluent
Westside suburbs veil these communities; Sandra Tsing-Loh playfully
calls this other L.A. “lesser Los Angeles.” While Morrissey’s Latino fan base

is a remarkably diverse group it can be argued that Morrissey’s most
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fervent and active followers come from the most segregated,
underprivileged and disenfranchised sectors. Over a century of racist
policies segregated Chicanos and Latinos into marginalized communities,
but sound waves and popular culture penetrated the social and physical
barriers of the barrio. Tuning into the radio, buying bootlegged CDs,
sharing music, and singing their lives at club nights Chicanos built a
dynamic fan culture that appropriated Morrissey and the Smiths as their
own music. Consequently, in the early 1990s Chicano/Latino youth across
the varied Latino communities ofmetropolitan L.A. built a rabid fan
culture complete with its own aesthetic, events, and social groups—a

largely independent and corporate free scene.

Utilizing in-depth interviews with Latino fans, field note
observations from concerts and music events, and cultural productions by
fans this essay investigates how Morrissey’s popularity among the Latino
community is linked to cultural and economic transformations that
produce aesthetic resonances. I argue that Morrissey’s popularity in part
stems from how hismusic and persona enable Latino fans to re-fashion
and re-mix masculinity in a way that then opens up new perspectives on
gender, sexuality and social justice. Interviewing young Latino men about
their fandom I seek to understand: What does it mean that Latinas/os—
especially men—often display an intense and emotionally vulnerable
admiration of a fey Englishman? What does this say about supposedly
rigid notions of Latino masculinity? How do pop stars embody archetypes
of masculinity for listeners? And how do we begin to unpack the racialized

discourses around Latino masculinities.

In this essay I will briefly outline the historical relationship
between male idols, masculinity, race and class. With this context I
explore the rise of Latino Morrissey fandom in Los Angeles in particular
and analyze how fans confronted ideas of masculinity through Morrissey’s
music. Finally, I conclude by considering the wider social and economic
context that structures Latino fandom.
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Pop Stars, Masculinity and Class

hile Latino Morrissey fandom has been portrayed in the press
as a bizarre and singular popular culture phenomenon, the
appeal of mass media idols must be examined historically from
the intersecting influences of class, gender, sexuality, and race
and ethnicity. Using an intersectionality framework I analyze three iconic
male stars that redefined masculinity in their respective eras (Crenshaw).
Examining why particular celebrities are revered in particular times,
places and among specific demographics highlights how fans negotiate

different forms of masculinity present in any given time and place.

Popular culture stars like James Dean, Elvis Presley and Morrissey
not only become media icons but also archetypes of competing
masculinities available to the audience.The relationship between the
audience and their idol’s is most clear during eras of transformation and
crisis. The intersection of pop stars, masculinity and class reveals
important historical evidence of transformation and crisis in ideas about
gender, race, class and sexuality.

One excellent example is James Dean’s iconic role of Jim Stark in
Rebel Without a Cause which has been read as indicative of Cold War era
suburbia’s malaise and general feeling of emasculation (Mitchell). John
Mitchell writes that despite the prosperity and togetherness that
suburban living was meant to usher in a spike in rates of alcoholism and
abuse of tranquilizers suggests a lingering dissatisfaction in the rapidly
expanding 1950s suburbs (132). Despite securing the latest home
appliances and conveniences there was a sense that something was lost
along the way. One source of unhappiness written about in 1950s
magazine’s like Look and Playboy was the belief that white American
males had become emasculated and therefore dominated by women and
feminine qualities.

The film Rebel Without a Cause represents this idea in Jim’s father
Frank who is portrayed as weak man dominated by his wife, who wears

an apron to do domestic chores and has lost any semblance of being “a
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red-blooded American man.” All of the characters in the film are presented
as lacking fathers in an allusion to a lack of rugged masculinity in white
middle-class families (Lewis). For the character Plato the lack of a father
has led to effeminacy and hinted at homosexuality. Out of frustration with
his father Jim Stark attempts to provoke a tough masculine reaction by
fighting him. Jim’s rebellion without a cause against his middle-class
standing, then, can be read as a revolt against a supposed feminized
culture.The film solves the masculinity crisis in the denouement when
after Plato’s death Frank realizes he has failed Jim as a father and finally
asserts his patriarchal control over his family (Lewis 94).

Moviegoers idolized James Dean’s handsome brooding and his
ability to represent a white middle-class male angst in a suburbanized
world. John Mitchell notes that notions of American male ruggedness
came into direct conflict in the 1950s with a white collar suburbia that
saw aggressive masculinity as a threat to the new social order (133). The
teenage conflicts that James Dean portrayed of not having your parent’s
understand you, struggling to fit in at school, falling into delinquency and
searching for an “authentic” masculinity echoed many of the sentiments of
the audience. With the establishment of teenagers as a consumer group
and demographic we also see the rise of teenage laziness, ennui and
delinquency as a social concern; James Dean became the face of the
anxiety for both teens and parents.

If the middle-class had James Dean to speak to their crises the
working-class had Elvis Presley. Much has been written about how Elvis
Presley embodied a transgressive sexuality, an androgynous masculinity
and liberally borrowed from African-American culture, yet less is written
about why this appealed to fans growing up in a post-world war II context.
Elvis’ music proved to be a powerful layering of sexuality, gender, race
and class dynamics in the south. While the success of Elvis is often
credited to white audiences Michael Bertrand reminds us that rock’s
success was actually “a popular biracial working-class phenomenon” (60).
Bertrand argues Elvis’ ability to tap into southern working-class

sensibilities around masculinity, the previously unacknowledged
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admiration of black culture and a rapidly changing post-war context made
Elvis a star. With the 1950s urbanization of many rural whites, along with
changing racial and gender norms, many young listeners turned to music
to cope and groove to the transformation and dislocation.

Of particular note is how Elvis, and the rockabilly music explosion
he ushered in, adopts black male urban style as way to assert their own
masculinity and dignity in rapidly changing postwar context (Bertrand
62).As a truck driver and son of sharecroppers from Mississippi, Elvis and
white working-class males in general were largely invisible to southern
elites. Although never suffering the same racist scorn aimed at blacks,
poor white southerners nonetheless were often excluded from economic
opportunities and treated as culturally inferior “hillbillies” that proved the
elites’ claim to privilege. With little other resources, marginalized and
denigrated men like Elvis often turned to popular culture and flashy style
to assert their dignity and masculinity. Bertrand notes that the histories of
both white and black working-class communities in the south are replete
with loud and violent displays of masculinity, what W. E. B. Du Bois called
the “the transgression of the poor” (qtd. in Bertrand 67).

What was different about Elvis and his fans way of expressing their
masculinity was that they broke with the historical disavowal of African
American culture and instead conspicuously embraced black cultural
forms, particularly appealing was the hyper masculine bravado of some
black subcultures. Scholars have identified how southern black bluesmen,
hustlers and jazz musiciansbuilt an oppositional “hipster-trickster” black
masculinity that celebrated swagger, boasts, style and virility (Williamson,
59; Kelley, 41; Kreil, 26). Bertrand argues that poor southern males like
Elvis found in black male culture an opportunity to enhance their own
masculinity even as they reproduced some racist ideas about black
masculinity (75). It is thus important to recognize that Elvis’ success is not
just built around repackaging black music for white audiences but black

masculinity as well.

Finally, Morrissey’s connections to masculine crises and the

working class are well documented in his music and by scholars.
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Morrissey’s songs have long held a fascination and admiration for
neighborhood toughs. Whether he is asking them for help (“Ganglord”),
asking for compassion for them (“Sweet and Tender Hooligan,” “We’ll Let
You Know”), lamenting their short tragic life (“First of the Gang to Die”) or
blasting the middle-class for looking down on working-class men (“Reader
Meet Author,” “Teenage Dad on His Estate”) the working-class lad has long
been one of Morrissey’s favorite themes to sing. Morrissey’s lyrics also
frequently describe these hard young men in a language of love and
admiration: from “sweet and tender hooligan” to “pretty petty thieves,” to
“handsome devil.” At the very least Morrissey’s lyrics disrupt the binaries
of “hard” and “soft” or masculine and feminine. Scholars have attributed
these lyrics to both homoerotic desire and the admiration of a supposed
authentic working-class masculinity these men represent (Power 106).
Bannister argues that Morrissey has a masochistic and “eroticized”

relationship to working-class masculinity constructed as his Other (152).

As with the economic transformations surrounding the rise of
James Dean and Elvis, Martin ]J. Power notes that the Thatcher era in the
U.K. resulted in massive unemployment due to deindustrialization, cuts to
the welfare state, and the tearing down of old working-class slums and
schools (97-103). The working-class was forever transformed along with
its understanding of blue-collar masculinity. Morrissey’s songs about
rejection, marginalization and humiliation—not to mention references to
an idyllic pre-Thatcher England—hit a chord with many young men
growing up in the U.K. in the 1980s. Morrissey’s ability musically and
lyrically to hold a tension between different competing conflicts has
especially made him appealing to fans.Indeed, one of Morrissey’s enduring
aesthetic strategies is to create a tension betweengloomy self-obsessed

lyrics and an upbeat musical backing.

Moreover, Morrissey’s celebrated and criticized—and many would
say carefully calculated—refusal to adhere to gender and sexuality norms
has elevated him to cult hero (Woronzoff; Hopps; HawkinsThe British Pop
Dandy; Hubbs). His intense brooding (reminiscent of Dean), perfect

pompadour (a la Elvis), a simultaneously supreme narcissism and self-
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deprecation and playful masculinity made Morrissey an interestingly

enigmatic figure.

Morrissey crafts from his own working-class background and from
those of Dean and Elvis a paradoxically glamorous image. Rundowncity
blocks, dilapidated bicycles, thrift shop clothes, government-issue glasses
and poor haircuts become props of a quiet rebellion against conformity
and rigid definitions of identity. If Dean’s Jim Stark ultimately wanted a
return to “authentic” masculinity, Morrissey mines the aesthetic but seeks
no return; he dwells in the loss and ambiguity. Moreover,by openly
acknowledging his own fandom of James Dean and Elvis Presley Morrissey
places himself in the historical legacy of male stars that were
misunderstood in their own time, challenged prevailing norms and did so
deliberately through style. These traits made him attractive to fans around
the world.

Moz Angeles!

espite some clear differences between Morrissey and his Chicano

fan base there are many biographical and contextual parallels to

be made between Chicanos and Morrissey such as the fact that in
many ways to grow up an Irish Catholic immigrant in a working-class
neighborhood in Manchester, as Morrissey did, has some similarities to
growing up Chicano in the Eastside of Los Angeles. Indeed, documentarian
William E. Jones’ film on Chicano/Latino Morrissey fans titled Is It Really
So Strange?argues that perhaps the strongest connection between
Morrissey and Chicanos is the similarity between a destitute post-
industrial Manchester and an equally destitute Eastside that extends into
the Inland Empire. A fan Jones interviews playfully comments: “I think it’s
funny that he’s so far away from us but he’s just like us. There’s nothing
different, except the fact that he doesn’t speak Spanish.”

1Latino Morrissey fans affectionately re-named Los Angeles to Moz Angeles in honor of their
idol
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Economic and gender transformations, coupled with a long
standing interest in British rock music made Morrissey’s music an
appealing site to make sense of life’s ambiguities for Mexican-American
and other Latino men coming of age in Southern California in the 1980s
and 1990s. As in the U.K, Southern California was undergoing
deindustrialization, cuts to the welfare state along with the vilification of
immigrant communities. Southern California since the 1970s is also in the
midst of a transformation in the economy and its demographics.
Beginning in the 1970s heavy manufacturing jobs in industries like
aerospace and automobiles began to move overseas or to other parts of
the country. Gaye Theresa Johnson notes that by “1988 not one of the
auto, rubber, or steel plants was left standing” (129). The
deindustrialization of the southland profoundly weakened middle-class
communities, forced an exodus of African-Americans and contributed to
the growing demand of labor from Latin America. By the 1990s a large
cohort of American born Latinos rapidly changed the demographics of
schools, workplaces and cities. As of 2014, Latinos comprise the majority
of Los Angeles County and have surpassed European Americans statewide

(Lopez).

At home, many of these young men confrontedrigid views of
masculinity, while their exposure to American culture or acculturation to
U.S. norms provided other models of masculinity that conflicted with the
home culture. Whether it’s the figure of the Latin macho, the pachuco, or
the cowboy Latino tropes of masculinity emphasize self-reliance, virility
and stoicism. Morrissey’s vulnerability and gender play provided an
ambiguous model of masculinity during an uncertain time personally and

economically.
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“Learning to Listen and Listening to Learn”2

collected a total of eight in-depth semi-structured interviews from

Morrissey fans in addition to a total of 12 (5 video interviews, 7 audio

interviews) short interviews at a Morrissey concert in Los Angeles.
The data collection spanned the years of 2009 and 2010. The data
collection process was guided by apost-colonial Chicana/o cultural studies
theoretical framework which cultural critic Gaspar de Alba has labeled the
“alter-Native grain” that emphasizes popular culture as oppositional
resource and contextualizes Chicano/Latino culture as a distinct yet not
subordinate part of American popular culture.My use of semi-structured
interviews channels the work of Charles Briggs on interviewing
techniques and challenges. I am particularly influenced by Briggs’ astute
assertion that social science research takes the interview process for
granted and that “What is said is seen as a reflection of what is “out there”
rather than as an interpretation which is jointly produced by the
interviewer and respondent”’(3). On this note, Briggs adds that the
interviewer’s process cannot be to extract “the truth” out of the vessels
called respondents but rather the task calls for “interpreting the subtle
and intricate intersection of factors that converge to form a particular
interview” (22). In my interviews I focus on the dialogical process of
interviews by asking respondents to reflect on their fandom and theorize
its meanings. Furthermore, by listening to music during the interviews
with the respondents I found that I disrupted the mechanical process of
extracting answers or “truth” and instead co-constructed a space from
which to mutually explore feelings, memories and popular culture
theories.

The goal was to use music to trigger memories, foment discussion
or focus on specific songs or lyrics. Overall, the music collection proved

2] borrow this phrase from George Lipsitz’s “Listening to Learn and Learning to Listen:
Popular Culture, Cultural Theory, and American Studies.”American Quarterly 42 (1990): 615-
636.
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useful as scrolling through the song titles alone proved to be useful for
interviewees. In one interview, a fan played music I did not have from his
cell phone. Hearing the music allowed a more in-depth conversation about
the feelings and memories triggered by the song and it also created an
affective bond between the interviewer and interviewee. I felt a growing
kinship through talking about Morrissey and common experiences. As a
popular music aficionado I have always felt an important basis for
friendship is the shared affinity for the same popular music and in this
case my own Morrissey fandom responded to the sentiments expressed in
the interviews. As we listened to music I felt a bond was created between
interviewer and interviewee which facilitated trust, intimacy and an open
discussion.

All of the in-depth interviews surveyed young Mexican-Americans
or other Latin American origin fans between the ages of 21 and 33 and
representing various areas of Southern California. All of the respondents
claimed to come from working-class backgrounds and were at least
partially fluent in Spanish. All of the respondents were at the time of the
interview either in college or recent college graduates. The college
experience, as will be noted further below, did make a difference in how
they articulated their fandom for Morrissey. Their college education
exposed them to a critical academic vocabulary and a social awareness of
race, gender, class and sexuality issues.

The in-depth interviews ran from one and a half hours to two
hours. The interview analyses that follow are based on my discussions
with, Leén Villa, Moz005, Eric, and Pedro. All the names are pseudonyms
selected by the interviewees.

“I'm Not The Man You Think I Am”

he persistent question in the mind of many music journalists is
why do Latinos like Morrissey at all (See, Arellano; Aitch; Torres)?
This need by the media to make sense of Latino Morrissey fandom

and account for difference has unfortunately led many a journalist down a
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slippery slope of stereotypes, mockery and latent racism. The following
description from the Houston Press exemplifies the pitfalls:

And now there's the Mexican-American Morrissey craze. In
Morrissey's adopted hometown of Los Angeles, Morrissey
Mania among young Hispanics is almost religious. There's a
booming trade in his relics—autographs trade for $60 and
up, even those of dubious authenticity, and some even
ascribe mystical powers to him. (It's said that the 1986
Smiths album The Queen Is Dead and other recordings
foretold Princess Diana's death in 1997.) Vintage Chevy
Impalas roll down the East L.A. streets, full of sinister-
looking gangbanger types, and in place of English-script
"Lopez" or "Rodriguez"” stickers in the rear window are ones
that read "Morrissey." There's a Hispanic Morrissey tribute
band there called the Sweet and Tender Hooligans, and one
Latin Morrissey fan there has a back-length tattoo of an
iconic shot of a slouching James Dean with Morrissey's head.
(Lomax)

Unsurprisingly, many fans have taken offense to this coverage and its
stereotypical assumptions and belittling undertones. The largest online
fan forum for Morrissey fans includes threads such as “StigmaAgainst
Hispanic Morrissey Fans”where Latinos report feelingostracized by the
media and non-Latino fans.Many fans felt that the media treated Latino
Morrissey fans as “aliens” who inexplicably follow Morrissey. Indeed, this
“alien-ness” (non-human, non-citizen, and non-consumer) permeates the
media’s perception and feeds a discourse that exoticized and ridiculed

fans and their ethnic origins.

Examples from news sources like the Houston Press also
demonstrate how the media’s deficient knowledge about this fan culture
and Latinos in general make them reliant on stereotypes. In the above
example, we can identify stereotypes of Mexicans as superstitious,
quixotic and dangerous bandidos. Many of these stereotypes can be traced

back to the American conquest of the U.S. Southwest (Nericcio).Other
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media outlets have used two primary modes of representing Latino
Morrissey fans: The “gangbanger” and the just-arrived immigrant—the
two most common media stereotypes about Latinos in the U.S. For
Instance, British fashion magazine Dazed and Confused featured an article
on Latino Morrissey fans titled “Smiths Crips” a play on an English snack
food and Los Angeles street gangs. Also, In the documentary The
Importance of Being Morrissey produced by the BBC the Latino Morrissey
“phenomenon” is discussed accompanied by shots of recent immigrants in
East Los Angeles, when in fact, Morrissey’s Latino fans tend to be young
Latino youth who are English dominant and hail from the suburbs.

Many of these media reports on also rely on Latino masculinity
caricaturesto mock a supposed disconnect between young “macho” Latino
men and the effeminate and presumably homosexual Morrissey. The
above quote from the Houston Press that described male fans as “sinister-
looking gangbanger types” alludes to this trope. This discourse is
ultimately a critique of their masculinity that marks these young men as
bizarre in their musical taste and men who have failed to achieve a
“natural” Latino machismo by being tainted by Morrissey’s queerness.

The question of gender and sexuality has long been a source of
controversy for Morrissey as journalists have repeatedly tried to infer and
cajole a confession of his queerness (See, Henke). Meanwhile, Morrissey
has claimed to be a prophet for the “fourth gender,” which appears to
allude to a fourth option from the normalized categories of male, female,
and gender invert (male in a female body, or vice versa) (Hubbs 269).
Early in his career Morrissey also publicly opted for a fourth option in his
sexual orientation in claiming to reject heterosexuality, homosexuality,
and bi-sexuality, for celibacy. Although Morrissey no longer claims
celibacy the desire to resist categorization and fixed definitions remains

an essential part of his star persona (Egan).

Given the amount of attention on Morrissey’s gender performance
and sexual orientation, I asked fans to discuss whether or not Morrissey’s
gender and sexual orientation was important to them and whether or not

it had influenced their own ideas about gender and sexuality. Universally,
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the fans I spoke with, who all identified as heterosexual, claimed that
Morrissey’s gender performance and sexuality mattered little to their
fandom, what they cared about, they claimed, was the music and how it
made them feel. Yet, most fans did admit that if they had to guess they
would categorize Morrissey as queer. Although these fans accepted
Morrissey’s sexuality—whatever it may be—others around them scorned
Morrissey’s ambiguity. His “queerness” became a stigma to some fans,
Patricia recalled classmates taunting her for wearing a tee shirt that
featured a reclining, shirtless Morrissey. Similarly, Eric recognized that
“Morrissey was always dogged as the queer guy.” I was particularly
interested to hear what male fans had to say about Morrissey’s gender

performance and the related discussion of masculinity and sexuality.

The male fans I interviewed reasoned that Morrissey subverted
established gender roles by, for example, twirling flowers on stage,
performing in an effeminate manner and using vague lyrics such as
pronouns that defy gender roles or refuse to specify. With some important
caveats the men interviewed stated that Morrissey’s music expanded their
horizon of possible gender expressions, made them more aware and
accepting of gender differences and allowed them to more freely express

their emotions.

When 1 asked Pedro how he felt about Morrissey’s gender
expression when he first started listening to Morrissey he described being
unsure how to interpret what he saw. However, Pedro felt that this was
also how he developed a social consciousness towards gender and “queer”

issues:

[ was confused why he does this stuff. Why are his lyrics like
this? Why does he play with gender? He also does it in his
performance. I remember the first time [ saw that he carried
flowers in his back pocket and wove them around and how
he dances is very effeminate. It introduced me to that and
gave me self-empowerment and just expanded my mind
coming from a catholic background. I grew up with very

judgmental elders. I can tell you of this time [ was at Kmart
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(discount department store) and saw these two cholo attired
(clothing associated with Latino street gangs) guys holding
hands and I was with my tia(aunt) and my mom and they
noticed it and said ‘oh my god.” And [ knew as soon as we got
back into the car they were going to start talking about it.
The whole time we were paying I was trying to think of
something to say [in defense of the men] even though I knew
[ was going to get into trouble for sure, I might get hit and I
probably won’t go out for another week. It [Morrissey’s
music] got me to stand up for it, it doesn’t matter. And I think
it influenced me in the classes I take. I've taken gender
classes and I'm taking a queer communities class right now.
It’s just getting me more informed so [ can stand up for it—
as an ally, not that they can’t do it for themselves.

I followed up on this comment by asking him if Morrissey’s “effeminate

gestures” influenced him in anyway and what they meant to him:

It was definitely different. Dressing the way that I did and
seeing how he dressed and looking up to him it kinda broke
down those gender boundaries for me. And seeing him come
out waving flowers and dancing the way he did, it furthered
my understanding of things. You know what: what's wrong
with it? Why do people see something wrong with it? So it
actually does change the way I see things. | had some person
come up to me and say ‘oh you listen to the guy that swings

flowers’ and I said yea so?

The fans I spoke with unanimously celebrated Morrissey’s gender “play”
and felt that the rigid gender roles and often homophobic ideas they were
socialized with were countered by what they learned in Morrissey’s
music. Eric admitted: “I was homophobic, but it’s a learned habit. Growing
up having a queer older cousin we would say sabemosquees [we know that
he is]. You would make fun of that but then you grow up.” Growing up, for

Eric, involved having queer friends in high school and college, learning
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about gender and sexuality in college, and being active in political

movements for the equality of all people.

Leon likewise celebrated Morrissey’s gender expression and

admired Morrissey as a male figure:

[ think it's great. He’s fine with it being [alludes to
androgyny]...I don’t want to say masculine. [ want to say a
man as in he has a penis so maybe this is like what in a better
place a person with a penis should be acting like. I see him as
a man but not the Hollywood male, the “American” male, the
stereotypical white European male. It's to me a more
respectable male. Morrissey makes it okay for a man to be
vulnerable. So that is something that [ want to identify with.

Referencing his earlier comments about Morrissey representing an
alternative to the archetypical white male figure Le6n admires Morrissey’s
masculinity as being more “respectable.” Here he alludes to Morrissey
being a role model for new definitions of masculinity liberated from

oppressive hierarchies and binaries.

Resisting “Latino Machismo”

ith the male fans I also presented the popular media idea that
Latino males are bizarrely drawn to Morrissey because they
are emotional repressed or because of a latent homoerotic
desire and asked them to comment. While many fans felt there may be
some truth behind the claim they also had cautionary words to express
about the stereotypical representation of Latino males and the Latino

community in general.

Speaking against the idea that Morrissey’s music represents the
only emotional outlet for males Eric explained that even before Morrissey
entered the picture other artists he listened to pushed against the
boundaries of normative gender roles. His earliest example referenced
growing up listening to Mexican singer Juan Gabriel who he described as
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feminine but being able to sing the bravado filled Mexican ballads known
as ranchera songs better than anyone. He also described the gender
bending styles of bands like Soda Stereo, David Bowie and “hair metal”
bands like Poison. “With Morrissey it was like maybe he is [queer] but
what does it matter it was more about my how the music made me feel
and how I conceptualized it for myself” he added. Eric’s point about Juan
Gabriel’s ambiguity also underscores that a queer critique of traditional
gender roles is possible and already present from within the Latino

community and not only from a cultural outsider like Morrissey.

Leo6n also wanted to challenge the characterization that only Latino
males practiced machismo. American media has long portrayed Latinos as
emblems ofsexism (Ramirez Berg; Romero). Indeed, the Spanish word
machismo has entered the lexicon to refer to all sexist men but originates
as a description of Latin American origin men.

“For Latino men [ guess you could say the whole macho thing—
which [ have a hard time with because white men do the same
thing. Because I'm brown I don’t think I'm pushed more to be a
masculine figure than a white dude. Its assumed that we want to
be machos or are forced to be machos when white guys are just as
much, maybe in a different way.”

Leoén argued that the reasons Latino males enjoy listening to Morrissey
could be said of any male fan, across race and ethnicity, looking for a

different expression of masculinity.

With these critical caveats noted I asked if Morrissey did allow
Latino men to more fully express their emotions; all the fans agreed that
listening to the Smiths and Morrissey did open up a momentary space of
greater emotional freedom. Moz005 commented on his own experience
and theorized about why other men might enjoy the music too:

Personally I had trouble... | wasn’t always able to express myself
or my feelings. Or be in touch with myself or with my feminine
side or whatever. But something about his music does make me
feel like hey I could talk about things without having to put on
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this facade of being a macho man or something like that. Music
does kinda help; maybe it’s his tone of voice when he is singing.
I'm not gonna say feminine but a lot of people associate Morrissey
as being gay—because he’s so secretive about his life—which has
never been proven. Because of his mannerisms on stage or the
way he carries himself. 've never personally cared for that cause I
just love the guy for the music, for him you know, but that’s
probably why men do listen to his music and you feel somewhat
in touch with him or his songs. It probably would make it easier
for them to express themselves and be able to get in touch with

themselves more.

Eric also believed men could more fully express themselves through
Morrissey and added that concert spaces and being with other fans
allowed male fans a temporary reprieve from strict gender roles. In
particular Eric was struck by the now common place rush of male fans
scaling the concert stage to embrace their idol:

With Morrissey you are allowed to be happy, more effeminate.
You're allowed to show your emotions. They [Latino men] are not
allowed to be effeminate or show their other side. They're
repressed. Emotionally repressed and now they are finally
allowed to [express themselves]. Specifically, in a dark room
where you know some of the Morrissey fans are like you so you
are allowed to do that too. But if your family saw you they’d say
“estd loco estecabrén” [this dude is crazy]. The band allows you to
do that, the venue and the audience. It’s a play; everybody is in on
the joke.

The interviews further demonstrate that popular music is a space where
gender relations play out and where norms are transgressed, however
fleeting, and new identities are explored (Espinoza; Bragg and McFarland;
Schippers; Vargas; Perez). This phenomenon, of course, has a long
historical trajectory in the Chicano community. Historian Vicki Ruiz
argues that young Mexican women growing up in Los Angeles in the

1920s found an alternative to the strict gender roles of the family and the
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church in the “flapper” culture of the era (67). Being able to witness and
consume an alternative way of life lent the young women’s choices an

“aura of legitimacy,” according to Ruiz.

In the 1950s and 1960s the Chicano community was a key cross-
cultural audience of rhythm and blues and early rock music. Black R&B
singer Brenton Wood performed long after he had any hits on the radio
due to an extremely loyal Chicano community in East L.A. who supported
him for a long period of time attending shows, purchasing his music and
making requests on the “oldies” station (Reyes and Waldman xx).
Moreover, Chicano rock legend Ritchie Valens earned the moniker the
“Little Richard of the San Fernando Valley” for emulating the swagger and
sound of R&B and rock pioneer (Reyes and Waldman 38). These fans
looked to black masculinity and sound to define the soundtracks of their
lives. As part of this trajectory, Morrissey fans in the 1990s confronted
gender and racial boundaries and experimented with different
expressions of masculinity via listening choices and effects.

What these fans articulated also echoes recent scholarly and
creative work that seeks to problematicize rigid notions of Latino
Masculinity. The anthology Muy Macho: Latino Men Confront Their
Manhood showcases personal reflections from writers and scholars as
they come to terms with machismo has shaped their sense of self.
Similarly, research by Gabriel S. Estrada and Alfredo Mirandé interrogate
the patriarchal binds and mythology of Latino masculinity and suggest
new understandings of masculinity are needed whether they come from
pre-Hispanic traditions as Estrada suggests or a grounded praxis of Latino
experience as advocated by Mirandé.

Mexican poet and essayist Octavio Paz theorized that the colonized
history of Mexico had produced in Mexican men a symbolic hardened
mask of masculinity that never cracks except in moments of revelry,
violence or the mutual surrender of true love (42). Based on the interview
data Latino Morrissey fans remove, if only briefly, and experiment with
their masks through reveling in the vulnerability and aesthetic bleakness

of Morrissey’s music. And just as Paz grounded his psychoanalysis of
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masculinity in the historical circumstances of Mexico we must likewise

return to the context of Latino listening.

Conclusion: “No, It’s Not Like Any Other Love.”

atino Morrissey fan culture speaks to the unique characteristics of

growing up Latino in the U.S. Southwest and the social

transformation underway in the 1990s. For a large cohort of
Latinos growing up in Southern California their admiration for Morrissey
was unlike any other pop idol love. In the song “Hand in Glove” Morrissey
sings of a covert love affair: “No it's NOT like any other love/this one's
different/because it's us!” The strong personal identifications made by
fans and the emotional nature of the music generated in many fans an
intimate feeling of being personally understood by Morrissey. A fan's
comment of “I think it’s funny that he’s so far away from us but he’s just
like us. There’s nothing different, except the fact that he doesn’t speak

Spanish” exemplifies this relationship.

For the young men that participated in this study their relationship
with Morrissey’s music, and its play of masculine/feminine images,
expanded their understanding of masculinity and gender non-conformity.
Moreover, the emotional vulnerability of the music connected the men to
their emotions in ways that did not seem possible in other music or other
parts of their lives. Finally, this critical re-examination inspired more
tolerant and accepting perspectives of various forms of social queerness.
Morrissey’s music and persona represents a vehicle for deconstructing
rigid notions of masculinity imposed by Latino and American culture. But
they do not become clones; Morrissey’s gender ambivalence is used as an
archetype to explore other types of Latino masculinities that can expand

how Latinos and non-Latinos view Latino masculinity.

The lyrics also speak to the unique context that made Morrissey’s
relationship to his Latino fan base possible.lt is not a coincidence that
Morrissey’s music resonates with Latino fans in a moment of economic

and cultural transformation. The deindustrialization of Southern
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California’s heavy industries, cuts to the welfare safety net, criminalization
of youth of color and the vilification of immigrant communities through
state ballot initiatives such as proposition 187which sought to deny basic
social services to undocumented immigrants made it a difficult time to be

a young Latino. These structural factors also have cultural impacts.

The rise of the service economy meant many men had to take on
“feminized” service labor jobs and the stagnation of family income meant
more women joined the workforce. Globalization has shifted the historical
pattern of men migrating to find work; instead women have now become
the dominant workforce of industries around the globe (Sassen).This shift
is also evident in Latino communities as the bulk of low skilled jobs have
become domestic work and service jobs preferring the gendered labor of
women to fill these positions (RomeroMaid in the U.S.A.; Hondagneu-
Sotelo). In a culture where men are traditionally the primary income
earners these changes destabilized gender norms within Latino families
and some men may feel emasculated. Scholar D. Inés Casillas has noted
that this gender anxiety is often visible and audible in popular culture like
radio programming that revels in hypermasculinity. Under these
conditions many Latinos looked to build different models of masculinity
from Latino, Mexican and American Popular culture. For many music fans
Morrissey provided an emotionally vulnerable masculinity steeped in
working-class images and outsider angst that sounded familiar, sounded

irresistible.

Works Cited

Aitch, lain. “Mad About Morrissey.” The Guardian 25 March 2005.
Web.May 2010.

Arellano, Gustavo. “Their Charming Man: Dispatches from the Latino
Morrissey Love-in.” Orange County Weekly 12 Sept. 2002. Web.Feb.
20009.

Avant-Mier, Roberto. Rock the Nation: Latin/o Identities and the Latin Rock
Diaspora. London: Continuum, 2010. Print.

102



Masculinities Journal

Bannister, Matthew. White boys, White Noise: Masculinities and 1980s Indie
Guitar Rock. Farnham, Eng.: Ashgate, 2006. Print.

Bertrand, Michael. “I Don’t Think Hank Done It That Way: Elvis, Country
Music, and the Reconstruction of Southern Masculinity.” Boy Named
Sue: Gender and Country Music. Eds. Kristine M. McCusker, and Diane
Pecknold. Jackson, MS: University Press of Mississippi, 2004. 59-85.
Print.

Bragg, Beauty,and Pancho McFarland.“The Erotic and Pornographic in
Chicana Rap: JV vs. Ms.Sancha.” Meridians7 (2007): 1-21. Print.

Briggs, Charles. Learning How To Ask: A Sociolinguistic Appraisal of the
Role of the Interview in Social Science Research. Cambridge, U.K.
Cambridge University Press, 1986. Print

Casillas, Dolores Inés. “A Morning Dose of Latino Masculinity: U.S. Spanish-
language Radio and the Politics of Gender.” Latina/o Communication
Studies Today. Ed. Angharad Valdivia, New York: Peter Lang, 2008. 161-
186. Print.

Crenshaw, Kimberle. “Mapping the Margins: Intersectionality, Identity
Politics, and Violence Against Women of Color." Stanford law review
(1991): 1241-1299. Print.

Devereux, Eoin, Aileen Dillane, and Martin Power, eds. Morrissey: Fandom,

representations and identities. Bristol: Intellect Books, 2011. Print.

Espinoza, Dionne. “Tanto Tiempo Disfrutamos...: Revisiting the Gender
and Sexual Politics of Chicana/o Youth Culture in East Los Angeles in
the 1960s.” Velvet Barrios: Popular Culture and Chicana/o Sexualities.
Ed. Alicia Gaspar de Alba. New York: Palgrave, 2003. 89-106. Print.

Estrada, Gabriel S. “The ‘Macho’ Body as Social Malinche.” Velvet Barrios:
Popular Culture and Chicana/o Sexualities. Ed. Alicia Gaspar de Alba.
New York: Palgrave, 2003. 41-60. Print.

Egan, Barry. “Morrissey Explodes the Myth of a Celibate Man.”
Independent.ie. Irish Independent. 19 Mar. 2006. Web. Aug 2014.

103



Masculinities Journal

Gaspar de Alba, Alicia. “The Alter-Native Grain: Theorizing Chicano/a
Popular Culture.” Cultures and Differences: Critical Perspectives on the
Bicultural Experience in the United States.Ed. Antonia Darder. Westport,
Conn. : Bergin and Garvey, 1995. 103-123. Print.

Gonzalez, Ray, ed. Muy Macho: Latino Men Confront Their Manhood. New
York: First Anchor Books, 1996. Print.

Hawkins, Stan. Settling the Pop Score: Pop Texts and Identity Politics.
Aldershot, Farnham, Eng.: Ashgate, 2002. Print.

---. The British Pop Dandy: Masculinity, Popular Music and Culture.
Farnham, Eng.: Ashgate, 2009. Print.

Henke, James. “Oscar! Oscar! Great Britain goes Wilde for the 'fourth-
gender' Smiths,” RollingStone 7June 1984. Print.

Hopps, Gavin. Morrissey: The Pageant of His Bleeding Heart. London:
Continuum. 2009. Print.

Hondagneu-Sotelo, Pierrette. Domestica: Immigrant Workers Cleaning and
Caring in the Shadows of Affluence. Berkeley: University of California
Press, 2007. Print.

Hubbs, Nadine. “Music of the ‘Fourth Gender’: Morrissey and the Sexual
Politics of Melodic Contour,” Genders 23 (1996): 269-99. Print.

Hundley, Jessica. “Smiths Crips.Dazed and Confused (81) Sept. 2001: n.p.
Print

Is It Really so Strange?Dir. William E. Jones.Frameline, 2006.DVD.

Jensen, Joli. “Fandom as Pathology: The Consequences of
Characterization.” The Adoring Audience: Fan Culture and Popular
Media. Ed. Lisa A. Lewis. New York: Routledge, 1992. 9-29. Print.

Johnson, Gaye Theresa. Spaces of Conflict, Sounds of Solidarity: Music, Race,
and Spatial Entitlement in Los Angeles. Berkeley: University of California
Press, 2013. Print.

104



Masculinities Journal

Kelley, Robin D. G. Yo’ Mama'’s Disfunktional!: Fighting the Culture Wars in
Urban America. Boston: Beacon Press, 1997. Print.

Kreil, Charles. Urban Blues. Chicago: University of Chicago Press, 1991.
Print.

Lewis, Jon. “Growing Up Male in Jim’s Mom’s World.” Slocum 89-108.

Lomax, John. “This Charming Hombre: Morrissey’s Mad Love Among
Mexican Americans.” Houston Press 3 June 2004. Web. 2009.

Lopez, Mark Hugo. “In 2014, Latinos Will Surpass Whites as Largest
Racial/Ethnic Group in California.” Pew Research Center, 24 Jan. 2014.
Web. 16 June 2014.

Loza, Steven. Barrio Rhythm: Mexican American Music in Los Angeles.
Urbana: University of [llinois Press, 1993. Print.

Mirandé, Alfredo. Hombres Y Machos: Masculinity and Latino Culture.
Boulder, Colo: Westview Press, 1997. Print.

Mitchell, John. “Jim Stark’s “Barbaric Yawp”: Rebel Without a Cause and
the Cold War Crisis in Masculinity.” Slocum 131-47.

Mufioz, José Esteban. “Feeling Brown.” Theatre Journal 52 (2000): 67-79.
Print.

Nericcio, William Anthony. Tex/T]-Mex: Seductive Hallucinations of the
"Mexican" in America. Austin: University of Texas Press, 2007. Print.

Paredez, Deborah. “Remembering Selena, Re-membering Latinidad.”
Theatre Journal 54 (2002): 63-84. Print.

Paz, Octavio. The Labyrinth of Solitude. Life and Thought in Mexico. Trans.
Lysander Kemp.London: Allen Lane the Penguin Press, 1967. Print.

Pérez, Leonor Xdchitl. “Transgressing the Taboo: A Chicana’s Voice in the
Mariachi World.”Chicana Traditions: Continuity and Change. Eds. Norma
E. Cantu and Olga Najera-Ramirez. Urbana: University of Illinois Press,
2002. 143-63. Print.

105



Masculinities Journal

Power, Martin . “The “Teenage Dad” and “Slum Mums” are Just “Certain
People I Know”: Counter Hegemonic Representations of the Working/
Underclass in the Works of Morrissey.” Devereux, Dillane, and Power
95-117. Print.

Ramirez Berg, Charles. “Stereotyping in Films and the Hispanic in
Particular.”Latin Looks: Images of Latinas and Latinos in the U.S. Media.
Ed. Clara E. Rodriguez.Boulder: Westview Press, 1997. 86-104. Print.

Reyes, David, and Tom Waldman.Land of a Thousand Dances: Chicano Rock
n Roll from Southern California. Albuquerque: University of New Mexico
Press, 1998. Print.

Romero, Mary. “State Violence and the Social and Legal Construction of
Latin Criminality: From El Bandido to Gang Member. Denver University
Law Review 78 (2001).1087-1129.

---. Maid in the U.S.A. 2d.ed. New York and London: Routledge, 2002. Print.

Ruiz, Vicki L. From Out of the Shadows: Mexican Women in Twentieth-
Century America. New York: Oxford University Press, 1998. Print.

Sassen, Saskia. “Women's Burden: Counter-Geographies of Globalization
and the Feminization of Survival.” Nordic Journal of International Law
71.2 (2002): 255-274. Print.

Schippers, Mimi. “The Social Organization of Sexuality and Gender in
Alternative Hard Rock: An Analysis of Intersectionality.” Gender and
Society 14 (2000): 747-764. Print.

Slocum, J. David, ed. Rebel Without a Cause: Approaches to a Maverick
Masterwork. Ithaca: SUNY Press, 2005. Print

“Stigma against Hispanic Morrissey Fans.”Morrissey-solo.com. 14 ]an.
2009.Web. June 2010.

The Importance of Being Morrissey.Dirs. Tina Flintoff and Ricky Kelehar.
Chrysalis Television, 2002.Television.

Torres, Jennifer. “Morrissey Has Strong Bond with Latinos.” The Record
27April 2007.Web. 2010.

106



Masculinities Journal

Tsing-Loh, Sandra. Depth Takes a Holiday: Essays From Lesser Los Angeles.
New York: Riverhead Books, 1996. Print.

Vargas, Deborah R. “Rita's Pants: The Charro Traje and Trans-Sensuality.”
Women and Performance 20 (2010): 3-14. Print.

Williamson, Joel. The Crucible of Race: Black/White Relations In the
American South Since Emancipation. New York: Oxford University Press,
1984. Print.

Woronzoff, Elisabeth. “I'm Not The Man You Think I Am’: Morrissey’s
Negotiation of Dominant Gender and Sexuality Codes.” Devereux,
Dillane, and Power 271-87. Print.

107



Masculinities Journal

Pleasures and Perils of the Performance of Music,
Masculinity, and Cool

Melinda Mills
Castleton State College

Abstract:

This article considers two songs linked by allegations of copyright
infringement. These songs are Robin Thicke’s (2013), “Blurred
Lines,” and Marvin Gaye’s (1977), “Got To Give It Up.” In this
paper, I conduct a lyrical analysis of the songs, to unpack other
similarities beyond the musical and stylistic ones. Specifically, I
consider the performance of masculinity, as expressed in ways
that [ argue supports patriarchy and rape culture. [ draw
comparisons between the songs to show how, despite the
anticipated expanding possibilities of masculinities (Connell
1995), some performances or forms of masculinities remain the
same. The stability and permanence of hegemonic masculinity
accommodates the violence against women expressed in this
music. I illustrate and argue that the normalization of violence in
the song lyrics constitutes a linguistic violence. This violence
makes the construction of new masculinities, and the dismantling

of rape culture, that much more of a challenge and an imperative.

Keywords: Hegemonic masculinity, sexuality, music, media, rape

culture, violence
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Miizik Performansinin ZevKkleri ve Riskleri, Erkeklik ve

Cool!

Melinda Mills
Castleton State College

Ozet:

Bu calisma, telif hakki ihlalleri konusunda birbiri ile alakali iki
sarkiy1 dikkate almaktadir. Bu sarkilar, Robin Thicke’nin “Bulanik
Cizgiler” (2013) ve Marvin Gaye'nin “Vazgecmeyi Ogrendim”
(1977) isimli eserleridir. Bu arastirmada, sarkilarin soézleri
izerinden, mizikal ve stile iliskin olanlardan farkl, diger
benzerlikleri ortaya c¢ikarma temelli bir analiz yapilmistir.
Ozellikle, erkeklik performans ve bunun ifade sekillerinin aterkil
yaply1 ve rap kiltiiriinii destekledigini ortaya koydum. Sarkilar
aras! karsilagtirmada, genisleyen erkeklik ihtimallerinin arttigina
dair o6nkabiile ragmen (Connell 1995), hala erkekliklerin
performans ve sekillerinin ayni oldugu gosterilmeye calisilmistir.
Hegemonik erkekligin duraganligi ve devamlilifi, miizikte ifade
edilen kadina karsi siddetle de bagdasmaktadir. Sarkilardaki
siddetin normallesmesinin dilsel bir siddet insa ettigini
gosterdigim bu calisma, bu siddetin yeni erkekliklerin insasini ve
rap kiiltliriiniin dagilmasini -ki bu bir meydan okumadan ve bir

zorunluluktan 6tedir- gergeklestirdigini savunmaktadir.

Anahtar kelimeler: Hegemonik erkeklik, cinsellik, miizik, medya,

rap kiiltiird, siddet

1 Cool popiiler, havali, umursamaz kisiler i¢in kullanilir.
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Introduction

n the fall of 2013, Robin Thicke’s record label, Sony, was sued by

Marvin Gaye’s family. The legal case alleged copyright infringement,

or unauthorized use of and close similarities between Thicke’s
overwhelmingly popular summer smash, “Blurred Lines,” and Marvin
Gaye’s, “Got to Give It Up.” In the summer of 2013, Thicke song’s enjoyed
mixed reviews from the consuming public, and conversations were
abuzz with debates. Proponents of the artist adamantly defended the
song, denying (or refusing) to see the provocation in the lyrics.
Opponents, conversely, expressed their disapproval, if not their outrage.
How could music companies and media corporations support the
circulation of such questionable lyrics and its attendant video? Did the

proponents of the artist, song, and lyrics see the possible flaws?

In this paper, [ will examine the song, “Blurred Lines,” drawing a
comparison to Marvin Gaye’s, “Got to Give It Up.” Then, I will discuss the
two songs in terms of the performance of masculinity, and to engage the
question of violence against women in the form of a normalized rape
culture. Since the two songs are musically linked through the alleged
appropriation of one into the other, I use that “borrowing” as the final
theme to explore the idea of “thieving” or stealing culturally and
physically. That is, I consider how the allegations of thievery relate to
both the cultural appropriation of Marvin Gaye’s music, without his
permission, as well as the overarching thievery of women’s sexual
agency and bodies through lyrics and music that colonize or deny
women’s bodily autonomy and sexual freedom.

[ organize my thoughts around the thematic of images of
masculinity as dominating and rapacious masculinity as a potentially
threatening thievery of women'’s liberation, under the guise of such. I
link the lyrical content of both songs together to consider the historical
legacy of sexual violence, and the cultural productions of masculinity as
performed at different historical moments, by men located at different

social intersections regarding race and class.
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Mediated Masculinities

n her seminal work, Masculinities, RW. Connell (77) explains,

“At any given time, one form of masculinity rather than
others is culturally exalted. Hegemonic masculinity can be
defined as the configuration of gender practice which
embodies the currently accepted answer to the problem of
the legitimacy of patriarchy,

which guarantees (or is taken to guarantee) the dominant
position of men and the subordination of women.”

Connell (77) continues to clarify that hegemonic masculinity entices men
of various social positions, not “always the most powerful people,” to
perpetuate it and reap its rewards. This supports the system of
patriarchy and male domination, or as Connell (77) posits, “hegemony is
likely to be established only if there is some correspondence between
cultural ideal and institutional power, collective if not individual.” Since I
focus in this paper on mediated masculinities, and the lyrical content of
two songs by men music artists, | borrow from Connell’s discussion of
hegemonic masculinity. Both Marvin Gaye and Robin Thicke have
enjoyed great popularity and success in their respective eras and genres.
Both could be said to articulate hegemonic masculinities, in ways that
align with the notion that hegemonic masculinity “embodies a ‘currently
accepted’ strategy. When conditions for the defence of patriarchy
change, the bases for the dominance of a particular masculinity are
eroded. New groups may challenge old solutions and construct a new
hegemony. The dominance of any group of men may be challenged by

women. Hegemony, then, is a historically mobile relation.” (Connell 77).

Connell illustrates how hegemony encourages men’s consent to
male domination in a patriarchy. She argues that the structure of society
invites and then rewards men’s complicity in the system. For music
artists such as Gaye and Thicke, they occupy (occupied, in the case of
Gaye) different social locations within this society. Nevertheless, both

arguably benefited from their performance of masculinity, as they
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engaged in their musical performances. In the next section, I discuss
each song in greater depth, offering some interpretations of the lyrical

analysis I conducted of each song.

The Performance of Music, Masculinity, and Cool
“Got to Give It Up”

n 1977, Marvin Gaye released his song, “Got to Give It Up.” The song
opens by describing a man who does not appear to be socially facile.
He desires social skillfulness and facility but remains nervous at
parties. His bodily yearning motivates him to shake his nerves, or
perhaps his dancing diminishes his nerves. Gaye sings, “I got up on the
floor and thought, ‘Somebody could choose me.” No more standin’ there
beside the walls. I done got myself together baby and now I'm havin’ a
ball.” The lyrics to this disco song serve as a reminder of the times in
which this music was produced, as well as how people understand

gender performance in specific historical contexts.

Connell (202) speaks to this point in anticipating emergent
expressions of masculinities that might encourage a reconceptualization
or broadening of the collective understandings of the gender category
and its attendant performances. Connell (202) writes, “The expansion of
possibilities is not only a question of growing variety in current sexual
practice. There has also been a flowering of utopian thinking about
gender and sexuality, a sense of expanded historical possibilities for the
longer term.”  Expressions of masculinities reflect the historical
moments in which they are lived, as does the music in which these

masculinities are constructed and performed.

The emergent music form of disco spawned its own unique
dancing style, fashion, and music culture. That Gaye produced a song
within this era that speaks to the vulnerabilities and pleasures of being
embodied in his male body gives us a refreshing perspective on how men
navigated the party scene and large social landscape in the 1970s. The
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publicity of this vulnerability stands in contrast to the perpetually stoic
and strong image of hegemonic masculinity.

Additionally, Gaye’s lyrics are interesting in showing how a man
moves, literally and figuratively, on the dance floor and in social life. The
lyrics describe a man, perhaps one lacking confidence in or comfort with
himself, moving from a bit reserved or reluctant to a fun-loving, getting-
down kind of guy. This transition could be read as a social success story
for a man who learns how to embody confidence and can comfortably
adapt to any setting. A deeper reading of these lyrics invite
consideration of the transformation that occurs throughout the song, and
the type of masculinity arrived at by the song’s end, and that which is
performed and described throughout the song.

One part of this performance is that of “cool.” Majors and Billson
(1992) explore the performance of “cool” by defining and discussing the

“cool pose” in their book of the same name. They explain,

By cool pose we mean the presentation of self many black
males use to establish their male identity. Cool pose is a
ritualized form of masculinity that entails behaviors,
scripts, physical posturing, impression management, and
carefully crafted performances that deliver a single, critical
message: pride, strength, and control. Black males who use
cool pose are often chameleon-like in their uncanny ability
to change their performance to meet the expectations of a
particular situation or audience. @ They manage the
impression they communicate to others through the use of
an imposing array of masks, acts, and facades.

As Majors and Billson (1992) note, the cool pose operates as currency
and a liability for black men. The cool pose extends or complements
hegemonic performances of masculinity that require men to wear a
mask. For black men, this mask protects them from secondary status
created by a racial hierarchy that positions them lower than white men
in this society. “Cool pose ...provides a mask that suggests competence,
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high self-esteem, control, and inner strength. It also hides self-doubt,
insecurity, and inner turmoil.” (Majors and Billson 5).

This mask also makes real romantic relationships and intimacy
less of a possibility or actuality. The performance of cool interrupts the
very relationships that men may desire. Their cool pose prevents them
from cultivating wholeheartedness and true intimacy. As Majors and
Billson (43) note, “Being cool is paradoxical because the behaviors that
afford black males a semblance of social competence and control
elsewhere in their lives are the same behaviors that ultimately help run
their relationships with women aground.”

Applying the cool pose to Marvin Gaye’s song, “Got to Give It Up,”
helps us understand the limitations and contradictions of cool, and of the
expectations or pressures of masculinities. They also help illuminate the
complexity of black masculinity, as a conflictive or tenuous performance.
If black masculinity centers around wearing a mask or not looking
vulnerable, what are the dangers that exist in relation to this “cool pose”?
To “play it cool” is to pretend not to have feelings or participate in one’s
self-objectification. © What are the ways that the performance of
masculinity becomes dangerous? [ address these questions in a
subsequent section, but turn first to discuss the dimension of dancing as

it surfaces in the Gaye song.

The Conundrum of Cool

nother part of the performance of masculinity and cool centers
around dance in “Got to Give It Up.” Marvin Gaye’s song offers a
potentially playful flirtation or suggestively dangerous dance
between a man and a woman. While some dance scholars argue that
dance precedes communication, others view dance as a mode of
communication. Thinking about dance as an embodied expressive art
adds to the performance of masculinity. As a form of creative and
communicative movement, dance can be understood as an improvised

and ritualized performance, reflective of the broader culture and society.
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It has been said that dancing is like sex, or implies a sexualized
dynamic between people. Simon Ottenberg (13-14) posits,

Dance may involve sexual-like movements and gestures
which are acceptable in performance but not otherwise in
public non-secular dances which serve ritual purposes.
Dance situations may create an air of sexual freedom that
encourages liaisons and matings, particularly if the dance is
held way into the night and drinking occurs.

Others suggest that dance can be “performed for entertainment,”
(Castaldi 2006:44). In discussing Dagan (1997), Castaldi notes the
interpretation of dance, under Western eyes. Dagan draws associations
between dance and procreation, or the ritualized sexual presentation of

“w

self and performance of initiation. Castaldi argues, “Dance becomes
symbolic of the act of knowledge in so far as it embodies a process of
sharing energy, that unstable, undetermined vital force that lends unity
to the universe and constitutes the ‘surreality’ of the everyday world”

(Castaldi 2006:52).

Here, the heteronormative frame structuring the discussion of
dance in its sexualized and ritualistic forms proves useful but limited.
When applied to the lyrics in Gaye’s song, we can see evidence of the
sexual initiation and wooing, as euphemistically described by “grooving.”
It makes sense that the lyrics in the song progress to involve some sexual
pursuit: “As long as you're groovin’, there’s always a chance. Somebody
watching might wanna make romance. Move your body, ooo baby, you
dance all night to the groove and feel alright.” The lyrics echo Castaldi’s
point about the social sexual connotations and functions of dance. The

m

lyrics are loose enough to suggest that the “groovin™ that Gaye refers to
may be innuendo for sexual foreplay or a reference to sex, but also to

dancing.

The disco era has been celebrated (and critiqued) for contributing
to the shifting sexual mores of the time, loosening up people’s sexual
standards and thus their (presumed) sexual behavior. The lyrics above

depict that. They capture the linkage between dancing, sexuality, and
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sensuality, as well as the collective tensions and anxieties around the

expression of this sexuality.

The innuendo in the song remains suggestive, blurring the lines
between dancing and sexual activity. The bodily pleasures of dancing
may feel akin to that of sexual pleasures, or may be a kind of sexual
pleasure, or simply serve as an invitation to sexual pleasure. If dance is
an expressive art that can be “defined as a prelinguistic form of
communication that allows for the expression of emotions that cannot be
domesticated into the linguistic system (raw instincts) because they
exceed the signifying capacity of language,” can dance movement ever be

misinterpreted or become a form of miscommunication?

What if the signals of dancing as an invitation to sexual pleasure,
on the dance floor, or beyond, are not clear to all involved? What if the
“somebody watching” mistakes a “dancing-as-pleasure” look for an
invitation to “make romance”? How do we learn to interpret and
understand these distinctions between autonomous embodied pleasures
and social ones intended to attract others or to initiate sex? What do
these lyrics reveal about the performativity of masculinity through
dance? Are the lyrics choreographing grooving as dancing or a
dangerous threat of violence to women?

An example of the ambiguity in these dangers surfaces when Gaye
sings, “Everybody’s groovin’ on like a fool but if you see me spread out
then let me in. Baby just party high and low. Let me step into your erotic
zone. Move it up, turn it 'round, ooo, shake it down.” What is her erotic
zone? How do we know that what is erotic to him is the same to her? Do
these lyrics enforce a phallocentrism, or male dominance? Does the

woman want him to do as he desires or as she desires?

These lyrics illustrate men’s gender performance as aggressors in
sexual pursuit of women and pleasure. This kind of hegemonic
masculinity problematically also links this performance to violence. As
Connell (1995:83) explains, “A structure of inequality on this scale,
involving a massive dispossession of social resources, is hard to imagine

without violence. It is, overwhelmingly, the dominant gender who hold
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and use the means of violence. Men are armed far more often than
women.” Connell continues to describe the variations in expressions of
violence, including violence expressed from positions of power and
domination or marginalization and oppression.

These ideas link to that of Michael Kaufmann (1987), who
suggests that violence exists as a triad, with violence directed at men
themselves, other men, and women. In the case of the lyrics in “Got to
Give It Up,” the announcement of the man stepping into the woman'’s
erotic zone proves problematic in that he does not seek her permission.
A world without permission creates a world of violence. Anti-violence
activists and scholars instead advocate for global educational efforts that
encourage “enthusiastic consent,” or a consensual “yes!” instead of a
coerced “no” (Buchwald, Fletcher, and Roth; Friedman and Valenti).
Securing or expressing a “yes” mutually means conveying individual
interest and clarifying blurred lines. It allows people to facilitate
communication in order to activate the language of consent and their
sexual agency. Moving from a questionable yes to an enthusiastic one
minimizes misunderstandings that stem from presumptions, particularly

for those with more power and privilege to do so.

Presuming to know, but not asking, what women want is another
way men objectify women, deny women their sexual agency, perpetuate
the gender binary that constructs men as always already desiring sexual
subjects and women as always already to-be-desired sexual objects. This
is problematic for everyone, because it operates as a persistent form of
social control. It disciplines our gender expression and sexuality
(whether as sexual subjects or objects) and endorses rape culture
because women experience these gendered sexual scripts as limitations
or frustrations.

According to MacKinnon (45), “Consent is supposed to be
women’s form of control over intercourse, different from but equal to the
custom of male initiative. Man proposes, woman disposes. Even the
ideal in it is not mutual.” If women cannot control who steps into their

erotic zone, what parts of their own bodies and sexualities can women
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control? MacKinnon’s discussion here reminds us that women are not
always in control of women’s sexuality: “The deeper problem is that
women are socialized to passive receptivity; may have or perceive no
alternative to acquiescence; may prefer it to the escalated risk of injury
and the humiliation of a lost fight; submit to survive. Also, force and
desire are not mutually exclusive under male supremacy.” (MacKinnon
48). Put differently, women may or may not want to control themselves,
a choice constantly constrained by the controlling force of patriarchal

domination and the construction of gender.

Traditional gender expectations encourage initiation, assertion,
and dominance from men, which in turn work to control women'’s bodily
autonomy and sexuality. Hegemonic heterosexuality and hegemonic
masculinity mandates this dominance by men of women. To be a
woman, based on this gendered expectation, is to submit to men. This
submission includes a sexual kind, and follows this logic: “Sex itself
cannot be an injury. Women have sex every day. Sex makes a woman a
woman. Sex is what women are for. The sexualized submission of
women offers partial explanation for the ‘eroticization of dominance and
submission.” (MacKinnon 49). This begins to explain the reciprocal
relationship in which “sexuality is violent, so perhaps violence is sexual.
Violence against women is sexual on both counts, doubly sexy.”
(MacKinnon 49).

Because women are treated as sexual objects, “it further follows
that acts by anyone which treat a woman according to her object label,
woman, are in a sense sexual acts. The extent to which sexual acts are
acts of objectification remains a question of one’s accounts of women’s
freedom to life their own meanings as other than illusions, of individuals’
ability to resist or escape, even momentarily, prescribed social meanings
short of political change.” (MacKinnon 49). Drawing the line between
the reality and representation of masculinity, between sex and violent,
between consent and coercion remains difficult. The dismissive tones
registered in reactions that suggest songs are just that ignore or

overlook the actuality of linguistic violence (Gay). As Butler and others
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argue, words wound. They take on meanings that prove to be injurious
or hurtful, even violent.

This scholarship encourages a closer examination of music and
lyrics as “just songs” and pushes us to consider a shift from words that
wound dismissed as “just words” to just words in a world of just sex.
This would challenge us to see “rape as violence not sex” (MacKinnon),
to discourage the perpetual perception of sex and violence as mutually
exclusive, and to encourage the more accurate view of them as mutually
definitive. By encouraging this education, people would be prompted to
engage in and enjoy enthusiastic consensual sexual relationships or acts,
and to minimize the blurred lines that frame so much of our mediated
realities. I discuss this topic next.

From “Got to Give It Up” to “I Know You Want It”

ehind the allegations of musical appropriation as evidenced in
the borrowing from Marvin Gaye’s song, “Got to Give it Up,” Robin
Thicke stands as a symbolic reminder of this process. That Thicke
took the liberties to borrow from a musical legend without sufficient
permission becomes an ironic metaphor relating to the very song in
question. The lawsuit underscores the larger problematic of blurred
lines, culturally, socially, and sexually, with Thicke’s actions lending

themselves to a broader discussion of thievery.

Considerations of the lyrics to the hugely successful, “Blurred
Lines,” and the legal case regarding Marvin Gaye’s song involve some
recognition of the sad reality of rape culture. According to Buchwald et
el. (2005: xi),

Rape culture...is a complex of beliefs that encourages male
sexual aggression and supports violence against women. It
is a society where violence is seen as sexy and sexuality as
violent.... A rape culture condones physical and emotional
terrorism against women and presents it as the norm.

119



Masculinities Journal

One example of this stems from the very legal case involving Thicke
himself. Arguably, the US legal system better protects the property and
legacy of Marvin Gaye than of victims of sexual violence (MacKinnon
1989). In other words, did the lawsuit against Thicke receive more
attention than related instances of sexual violence did during that
summer? What does it mean when women, who are so often understood
as property, are offered less legal protection than the copyright to a
song? What do we learn about masculinity as embedded in and
expressed from these institutions? As MacKinnon (53) asks, “What is it
reasonable for a man to believe concerning a woman’s desire for sex
when heterosexuality is compulsory?” That is, when masculinity is
always already heterosexual and consent appears always already

assured, what blurred lines between consent and coercion could exist?

The blurred lines stem from the uncertainty of Thicke’s intent or
knowledge of using Gaye’s music to shape his own song echo the
uncertainty that many people have about the song itself. The lyrical
analysis of “Blurred Lines” offers a subjective interpretation of the song,
and intends to link the cultural appropriation of Gaye’s song to the men’s
thievery of women'’s sexual agency, in music and in society. This analysis
works to put on display the language present in the songs of Gaye and
Thicke, to highlight the normalization of rape culture through the
performance of music and masculinity. This masculinity supports the
problematic dynamic of linguistic and sexual violence against women.
The analysis exposes the extent to which “reality” is constructed through

frames of masculinity. It remains as MacKinnon (53) argues,

One-sided: male-sided... The one whose subjectivity
becomes the objectivity of ‘what happened’ is a matter of
social meaning, that is, a matter of sexual politics. One-
sidedly erasing women’s violation or dissolving
presumptions into the subjectivity of either side are the
alternatives dictated by the terms of the object/subject

split, respectively.
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That men feel a sense of entitlement stemming from male privilege offers
partial explanation for men’s behavior. In Proving Manhood, Beneke (75)
argues, “Sex could then be a domain free to express itself without being
perceived through the oppressions of gender.” Yet, the expressions of
masculinity, and the expectations of femininity, found in today’s society
suggests otherwise.

Let’s return to Marvin Gaye’s song, “Got to Give it Up.” Gaye sings,
“You can love me when you want to babe. This is such a groovy party
baby. We're here face to face. Everybody’s swingin’. This is such a
groovy place. All the young ladies are so fine! You're movin’ your body
easy with no doubts. [ know what you thinkin’ baby. You wanna turn me
out. Think I'm gonna let you do it babe. Keep on dancin’. You got to get
it. Got to give it up.” The song lyrics move from describing a confident
woman who stands in contrast to that of the uncertain man who stands
next to the wall, instead of dancing and having fun. Throughout the song,
the man gains confidence and begins to pursue one of the many “fine”
ladies. He suddenly gains enough confidence and social competence that
he becomes knowledgeable about the woman. In claiming to “know
what you are thinkin’ baby,” Gaye asserts male privilege. This privilege
shifts to an imposition in the lines, “You wanna turn me out. Think I'm
gonna let you do it babe.” This imposition then becomes more of a
directive: “Keep on dancin’. You got to get it. Got to give it up.” These
lyrics tack on to “Blurred Lines,” not simply because Robin Thicke’s
gratuitous use of Gaye’s music makes it so, but because of the

problematic thematic that threads the two together.

For example, in “Blurred Lines,” Thicke sings, “But you're a good
girl. The way you grab me. Must wanna get nasty. Go ahead, get at me.”
Much of the discussion about Thicke’s “tribute” to Marvin Gaye
generated suspicions about his integrity, given the similarities in the
style of music. Thicke admitted to wanting to replicate that “grooving”
style of music, as the lawsuit alleges he approximated too closely.
Notably, no one, to my knowledge, engaged in drawing comparisons

between the substantive style of the songs. What are the similarities
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between Thicke offering himself up to a “good girl” who “must wanna get
nasty” and the lyrics I discuss above in Marvin Gaye’s song?

The lyrics in “Blurred Lines” later grapple with the contradiction
created by the “good girl/bad girl” dichotomy, which Thicke identifies
when he pronounces, “I always wanted a good girl. I know you want it.”
Or “I know you want it, But you're a good girl. The way you grab me,
must wanna get nasty. Go ahead, get at me.” Some consumers of this
song have generously argued that Thicke is supportive of women’s sexual
agency, but again there is a “blurred line” between men being supportive
of women's agency for the men'’s benefit (sexual pleasure/desire) versus
purely being supportive of everyone enjoying their own sexual agency
(on their own terms, not someone else’s). The lyrics make clear his
sexual subjectivity (“go ahead, get at me”), but they deny women the
voice to clarify their own desire, which begs the question: “Do the
women ‘wanna get nasty’ or get at him?” These lyrics trouble the
“blurred lines” between “good girls” who ostensibly abstain from sex,
and “bad girls” who engage in it. The lyrics also blur the line between
sexual pursuit and predatory behavior, between consent and coercion.
We are not encouraged to see the images as examples of rape culture,
which is exactly how rape culture gets reinforced (because it gets

normalized).

In “Blurred Lines,” Thicke sings, “And that's why I'm gon' take a
good girl. I know you want it. [ know you want it. I know you want it.
You're a good girl. Can't let it get past me. You're far from plastic. Talk
about getting blasted. I hate these blurred lines.” Anti-rape activists and
sexual assault prevention experts would argue that “getting blasted”
creates the very blurred lines that frustrate Thicke (Bogle; Kimmel).
Legally, one cannot consent to sex if one has been drinking, or “getting
blasted” (see Bogle; Buchwald et al.). Not drinking would clarify these
blurred lines, but those lyrics might not sell as many records. The public,
in other words, might not be convinced by a performance of masculinity
where men respect women, seek consent before sexual situations, and
refuse sex at all, but especially in situations where consent cannot be
offered (when someone is “blasted” or more generally, been drinking).
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Throughout the song, and as can be observed in these lyrics,
Thicke relies on the false good girl/bad girl dichotomy to pursue his own
interests. Ironically, he desires the “good girl” yet wants to “take” her, or
have sex with her. This lyric promotes the idea that women should be
virginal and virtuous “good girls,” that women are “girls,” and that men
who sleep with “good girls” enjoy both social and sexual rewards of such
activity. These lyrics reveal the double standard that penalizes women
for being sexualized, even if not sexual, while celebrating men’s sexual

pursuits and conquests (Bogle; Kimmel).

”

Thicke casually notes, “Can't let it get past me.” This lyric draws
attention to the male privilege and sense of entitlement that most white
men enjoy in this society. To say that he “cannot” let a woman get past
him is to insinuate, if not announce, that he feels a sense of entitlement to
sex with a woman who he knows wants it. This feeling of ownership is
further crystallized in reference to the woman as “it,” a linguistic
indication of her objectification. In some instances in the song, the use of
“it” veils the suggestive sex he wants, but the “it” that replaces “her”
makes the cultural misogyny of this patriarchy transparent and

pervasive (or in its pervasion).

The Right to Look?

imonthy Beneke’s (75) discussion of “stolen images,” or “men’s

visual experience of women and women'’s bodies,” becomes more

of a matter of “stolen goods,” when men feel entitled to physically
or sexually experience women and women’s bodies. His work is useful
here, in helping to frame men’s sense of ownership of women. Beneke
(77) explains, “Stealing images and glossing the activity are deeply
humiliating and isolating for men..as a chronic, fearful, humiliated
stance toward women that often pervades men’s daily social experience
of sexual longing.” Beneke posits that men experience sexual looking, or
“seeing is touching,” from a position of vulnerability. Women who look
attractive or invite (men’s) attention has been viewed by some men as a
weapon that weakens men. Because men are not allowed to be men and
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remain men, they must then dominate these women, or seek revenge.
Thus, Beneke (80) argues, “If a man rapes a sexy woman, he is forcing

her to have sexual sensation she doesn’t want. It is just revenge.”

Tricia Rose discusses this problem of the objectification of
women’s bodies, and the consequences of that behavior. Rose (172)
argues that this objectification facilitates “male domination over
women.... Many men are hostile toward women, because the fulfillment
of male heterosexual desire is significantly checked by women'’s capacity
for sexual rejection or manipulation of men.” In talking with men music
artists, she learns of the “reckless boundaries” of men’s desires in
relation to women’s powerful embodied of to-be-looked-at-ness or
desirability. For men, “the greater your desire, the more likely you are to
be blinded by it and, consequently, the more vulnerable you will be to
female domination” (Rose 172). According to Rose (172), that desire has

become increasingly “aggressive, predatory, and consuming.”

When Thicke sings about not letting a woman get past him, he is
describing his desire but obscuring or ignoring any desire the woman
possesses (or not). This underscores Beneke’s point that “men
experience intrusive images and the process of stealing images as both
injurious to their self-esteem and sexually frustrating” (Beneke 81).
While stealing images is encouraged in our image-based and media-
saturated society, stealing sexuality or thieving women’s bodies and

sexual agency is equally problematic. According to MacKinnon (50),

With rape, because sexuality defines gender norms, the
only difference between assault and what is socially
defined as a noninjury is the meaning of the encounter to
the woman. Interpreted this way, the legal problem has
been to determine whose view of that meaning constitutes
what really happened, as if what happened objectively
exists to be objectively determined. This task has been
assumed to be separable from the gender of the
participants and the gendered nature of their exchange,
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when the objective norms and the assailant’s perspective

are identical.

That these activities are encouraged in the lyrical linguistic violence of
songs makes them harder to confront, and harder to dismantle. The
language of rape culture reflected in Gaye’s song is much more subtle,
and perhaps questionably rapacious at that. Gaye sings, “All the young
ladies are so fine! You're movin’ your body easy with no doubts.” The
lyrics point to the aesthetic appeal of women’s bodies and the visual
pleasure that men might enjoy by consuming women. As Mulvey
describes, women have a “to-be-looked-at” quality that encourages
men’s stealing glances and stolen images (see also Beneke). Visual
pleasure, or scopophilia, facilitates men’s objectification of women, and
enables their visual, and perhaps sexual, consumption of women as well.
Women have learned a to-be-looked-at-ness because of the male gaze
(Mulvey).

In following Mulvey, Mirzoeff (164) writes,

In later Freudian analysis, looking has been
reconceptualized as the gaze, taking a still more central
position in the formation of gender identity. The gaze is not
just a look or a glance. It is a means of constituting the
identity of the gazer by distinguishing her or him from that
which is gazed at. At the same time, the gaze makes us
aware that we may be looked at, so that this awareness
becomes a part of identity in itself.

Historically, the male gaze reflects a power in looking. However, race
and class complicate this gender discourse and the practice of looking for
visual pleasure. That is, there are different ways of looking, some of
which are considered dangerous and other ostensibly innocuous. White
men of means (in terms of social class and status) have been able to
embody the male gaze from a powerful position. The position of power
deflects or diminishes any suspicions of these ways of looking as
“dangerous” ways of looking at women. In contrast, black men have

been constructed as dangerous in and of themselves. Their male gaze, by
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extension, becomes dangerous as well. Thus, the black male gaze marks
a dangerous way of looking (Collins).

Throughout history, the black male gaze has been regarded with
fear and considered threatening and menacing. White men with power
attempted to regulate and discipline the black male gaze through
disciplinary techniques and punishment. By deeming the black male
gaze “reckless eyeballing,” white men were able to legally regulate black
men and their male gaze. Reckless eyeballing was regarded as a criminal
act, punishable by death or painful punishment. Laws attempted to
manage and control not simply these “dangerous” ways that black men
were perceived to be looking at (white) women, but these “dangerous”
black men themselves.

In her work, Deborah McDowell (1997) examines “race and the
subject of masculinities,” focusing in part on the gaze. In her essay that
appears in the anthology of the same title, McDowell borrows from
Mulvey, crediting her for her pioneering work on visual pleasure.
McDowell notes Mulvey’s contribution to cultural studies includes giving
critics “one of their central axioms: the subject/object dichotomy of
seeing/being seen is a gendered accessory to the ideological production
of ‘masculinity’ and ‘femininity.” (McDowell 365). This masculinity
typically gets linked to and expressed by the male viewer, and femininity
typically gets linked to the female object of the male gaze.

McDowell pushes the conversation that Mulvey’s work invites
into, by asking a set of questions about cultural studies and masculinity.
What happens to men’s bodies when they fall under the same male gaze
that they are expected to embody and express? What understandings or
conclusions do cultural studies scholars want to arrive at, in regards to
studying masculinity? Who can study masculinity? In discussing the
dynamics of the male gaze, one must also discuss the position of the
spectator. How does the researcher get situated in discussion of the gaze
and its economy of looking? Does being a brown-skinned biracial
researcher produce a reversal of the traditional ways of looking, so as to

disrupt or disable the male gaze? Does the feminist researcher studying
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the male gaze and the subject/object dichotomy come to look through
the eyes of a man, or appropriate the male gaze for investigative
purposes? What are the dilemmas inherent in this arrangement, and
how does the study of the gaze as a feminist woman researcher trouble
the narrative of visual pleasure and the consumption of bodies? Does
the research project itself become a sort of gaze directed upon the

objects of inquiry, in this case, two men music artists?!

These questions support the idea of the panoptic reality of our
society, and the constant surveillance that everyone endures,
irrespective of our subject positions (Foucault 1997). The intensity or
persistence of the gaze and modes of surveillance occur specifically in
direct relation to subject positions, not despite them. As such, [ draw
from McDowell’'s work, to underscore the importance of encourage
women’s participation in the production of knowledge about
masculinities. As she suggests, academics engage in building muscles
metaphorically, if not literally, and one way of ensuring that women
compete is by allowing us to discuss this important topics alongside men.
In some ways, this inclusion also works to complicate, if not queer,
masculinity, by recognizing that women scholars have much to say on
the “subject of masculinities” (Stecopoulos and Uebel 1997).

This discussion about the male gaze ignores the ways that women
might invite the male gaze or not desire it at all. The differential
perception of “dangerous” ways of looking also ignores the real and
imagined threat of the white male gaze, at the expense of over-focusing
or attending to the real and imagined threat of the black male gaze. The
power of looking reflects social power, or people’s positions within a
society. The white male gaze circumvents much of the critique that falls
upon the black male gaze because of the collective position of power that
white men occupy in this society. As McDowell (365) notes, “The white
male never fully relinquishes his hold on spectatorship, nor on its

privileges and powers.”

Nicholas Mirzoeff echoes this point, in his in-depth examination of

the gaze, including the imperial and colonial gaze. In The Right to Look,
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Mirzoeff (3-4) explores the existent “complex of visuality, or “classifying,
separating, and aetheticizing together form.” This visuality relates to
planes of power and control. He illustrates the many mechanisms of
discipline and punishment (Foucault 1977) exacting through the ways of

looking and panoptic technologies.
As Mirzoeff (1) notes,

The right to look is not about seeing. It begins at a person
level with the look into someone else’s eyes to express
friendship, solidarity, or love. That look must be mutual,
each person inventing the other, or it fails. As such, it is
unrepresentable. The right to look claims autonomy, not
individualism or voyeurism, but the claim to a political

subjectivity and collectivity.

The link between the gaze and the control of bodies reflects the dilemma
embedded in the lyrics of both Gaye’s and Thicke’s songs. The men, as
artists and singers, have the agency to sing about and center their
thoughts and ideas, as expressed through song. The women in the lyrics
can only be responsive or reactive, not active, objects, not subjects.

Both Gaye and Thicke utilize terms such as “baby” or “girl” in
reference to women. While the term is one of endearment, it can also to
used as a diminutive. In other words, it can infantilize grown women
who are adults. That infantilization denies women their own agency.
The infantilization of women further compounds the problem of women
lacking control of their lives, as a result of men’s domination.
Constructing women as children only works to “legitimate” men’s
attempts to control women. This discursive move remains particularly

apparent in Thicke’s song.

Not only does Thicke continue to dominate women with
discourses that infantilize them through his repetitive use of the term
“girl,” but he also objectifies women by strengthening the existing
stereotypes of them as animalistic. What adds insult to injury is that he
also naturalizes this association: “Okay, now he was close, tried to
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domesticate you. But you're an animal, baby, it's in your nature.”
Feminist scholars have created the naturalization of women as animals,
primarily because it appears to encourage similar behavior from men. It
accommodates a hostility and violence directed toward women by men
who dehumanize others (Collins). It endorses rape culture (Buchwald et
al.).

In the video and lyrics for “Blurred Lines,” we see women
degraded, associated with animals, treated with disdain, disrespected,
showing up like accessories, outnumbering the men. Recognizing or
falsely constructing a woman as an animal reflects the dehumanization
and objectification characteristic of a rape culture. Having sexual agency
makes one human (a sexual subject); being denied that sexual agency
makes one an object. When Thicke sings, “Just let me liberate you. You
don't need no papers. That man is not your maker. And that's why I'm
gon' take a good girl. I know you want it.” From the vantage point of
privilege, Thicke can sing about the impossibility of liberating a woman,
rather than fully recognizing that an individual liberates herself, not
someone else.

These lyrics link back to my earlier point about women’s lack of
body autonomy. Following MacKinnon (1989), I argue that these lyrics
normalize misogyny, and make space for the degradation,
dehumanization or objectification of women. Troublesome is the
popularity of this song, given the evidence of the normalization of rape
culture and violence against women. Thicke wants to liberate a woman
from the threat of another man’s threats to domesticate her, yet Thicke
neglects to see how his own desire to “liberate” a woman are predicated
on the pursuit of that woman (objectification), and the fulfillment of his

own sexual pleasures (gratification).

This phallocentric way of being and thinking gets reflected in
lyrics where the women all but disappear, a point Susan Bordo (1999)
makes in her work, The Male Body. Other scholars discuss the power of
the phallus and the disappearance of women as symptomatic of global

patriarchy (see Kimmel).
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Conclusions

n Misframing Men, Kimmel suggests that a social shift is taking place,

creating the space for new masculinities and more gender equity. He

writes (2010:15), “At work and at home, in private and in public,
women’s increasing equality has been an issue to which men have had to
respond.” Men’s responses, as evidenced by the representations of
masculinities depicted in the lyrics of songs, have been problematic at
best, and dangerous at worst. While Kimmel (2010:15) suggests that
men have responded “somewhere between eager embrace of women'’s
equality and resigned acceptance,” others would argue men’s response
continues to be quite hostile, if subtle.

Mediated masculinities remain hegemonic masculinities. Men
continue to construct and invest in masculinities that afford them power,
privilege, and control, or the illusion of those things. The dangers to men
and women are evident, as the representations reflect a violence that
everyone endures. To normalize rape culture through lyrics that glorify
non-consensual sex or avoid clarifying “blurred lines” is to confirm that it
is still a man’s world.

Songs such as “Blurred Lines” and “Got to Give It Up” encourage
people to interrogate the dominant representations of and messages
about masculinity. Perhaps people will consider why masculinities are
enhanced, not jeopardized, by the expression of violence against women,
and why music lyrics become a successful tool for the normalization of
this violence. Despite the anticipation of new masculinities that move
away from hegemonic expressions, we see little evidence to suggest such
an expansion of masculinities is emergent or incipient. This leaves room
for continued conversations about the construction of masculinities that
embrace and celebrate gender equity in this current moment.
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I As a practice of method, scholars take care to situate themselves in relation to
the subjects (or objects) that we study, but seldom do we elaborate upon the
possibilities of our participation in knowledge production perpetuating or
supporting the very problems we choose to investigate. That is, pushing beyond
the questions of how being a biracial feminist and/or a woman shifts the
discourse on the study of masculinity, we arrive at a more nettlesome question:
how do we reconcile potentially supporting or participating in the problematic
practices that constitute the topic of our research? How does one resolve the
resulting cognitive dissonance that this participation, as part of the process of
investigation, produces?

To address these questions, I entertain and expose them as they emerge
in the process of the research study. While I have been trained to acknowledge
and consider the implications of my own subject positions, I received less
training about how to handle the questions I posed above. In the process of
conducting this analysis, these questions surfaced, inviting me to contemplate
the ironies of talking about subject/object relations, and simultaneously undoing
and redoing them at once. The expense of abandoning this intellectual and
analytical endeavor does not seem to outweigh the benefits of using this research
project as a vehicle for examining those questions more fully and closely.

The meta-analysis of the gaze proves powerful in its complexity of
visuality. That is, I recognize this methodological conundrum as a productive
tension in the production of knowledge. In looking at the ways men look at
women, in both textual and visual analysis (of lyrics and video imagery), I am
able to acknowledge this looking of my own, as well as theirs. 1 am also able to
question who “originates a gaze” and who is objectified by it (McDowell 365).
McDowell notes, “there are those who study and those who are the objects of
study. Non-white men dominate the latter camp.... [The] concerns with the
‘meaning of blackness for whiteness,” not the meaning of whiteness for black
men, typify this pattern in which black men become mainly the passive, and thus
feminized, objects of the white male gaze.” (McDowell 366). Do brown-skinned
women researchers appropriate the male gaze as a method of investigation? Are
we guilty of replicating the “right to look” in a way that is powerful, objectifying,

or both? Is embodying the male gaze as a feminist woman a paradox, or a
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powerfully subversion position to be in, because one is arguably not being
objectified while studying the process of objectification of women, as a woman?
McDowell writes, “This is as good a place as any to confront the vexing
and perhaps inevitable question about my role as a black feminist commissioned
to write the afterword to a volume of essays, which otherwise absents that point
of view.” (363). Her observation connects to my own, in its admission of the
importance of expanding masculinities studies to include a plethora of voices,
even the unlikely, though no less qualified, ones. Doing so extends our collective
understanding of how we collectively make sense of our own gender

performances, but especially that of others, including media celebrities.
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Does Patriarchy Only Oppress Female: The Role of
Masculinity and Fatherhood in Our Social Realm

Hediye Ozkan
University of Pennsylvania

Abstract:

Many civilizations have patriarchic structures in which males
represent the authority figure while females have passive roles
both at home and in the society. However, are only females affected
negatively in a patriarchic system, or does the dominant system
control the roles of males as well? By depicting different male
characters, Babam ve Oglum (My Father and My Son, 2005) shows
how patriarchy plays a crucial role defining the roles of men and
the concept of masculinity in conventional perceptions. My Father
and My Son portrays how essentially the gender roles are
constructed, shifted, and defined according to our social norms. The
relationship between the fathers, male characters, and the
generations describes the ways in which patriarchy becomes the
dominant power dynamic, which has the ultimate control over
gender roles. In the film, Hiiseyin, as a dominant father figure,
symbolizes the patriarchal structure of the whole nation. Hiiseyin
and the male dominant society function for the same purpose in
order to shape, control, mold individuals, and restrict them with
prescribed roles, and assumptions. Representing the traditional
Turkish family, the director Irmak actually mirrors the society, and
illuminates the power relations between males both at home, and in
our social realm. As a core structure of a society, the family
becomes a model for the social order in which even males are
oppressed, and subjected to perform the roles allotted to them. My
Father and My Son addresses patriarchy through a different angle,
and suggests a distinctive perspective to the issues of
fatherhood,masculinity, gender roles, and family dynamics in a
male-dominant society.

Keywords: Patriarchy, Masculinity, Fatherhood, Babam ve Oglum
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Ataerki Sadece Kadina mi Baski Yapar: Sosyal Alanda
Erkeklik ve Babaligin Rolii

Hediye Ozkan
University of Pennsylvania

Ozet:

Pek ¢ok medeniyet, erkegin otorite figlirii oldugu, kadinin ise hem
evde, hem de toplumda pasif roller aldigi ataerkil yapilara sahip
olagelmistir. Ataerkil sistemden olumsuz anlamda etkilenenler
yalnizca kadinlar mudir, yoksa erkeklerin rolleri de kontrol altinda
midir? Babam ve Oglum filmi (2005), farkli erkek karakterlerin
tasviri lizerinden, ataerkinin, alisilagelmis algida erkeklerin
rollerini ve  erkeklik kavramini nasil  sekillendirdigini
gostermektedir. Babam ve Oglum, toplumsal cinsiyet rollerinin
nasil insa edildiginin, nasil yon degistirdiginin, ve sosyal normlara
uygun olarak nasil tanimlandiginin resmini ¢izmektedir. Filmdeki
erkek karakterler, babalar ve kusaklar arasindaki iliski,
ataerkinin toplumsal cinsiyet rolleri lizerinde kontrol saglayan
temel glic dinamigi olarak islev gorme yollarini ortaya Kkoyar.
Filmde baskin baba figlirtinii temsil eden Hiiseyin, tim ulusun
ataerkil yapisini sembolize etmektedir. Hiiseyin'in amaci, erkek
egemen toplumun amaciyla ortaktir: Bireyleri 6nceden belirlenmis
rol ve varsayimlar dogrultusunda sekillendirmek, kontrol etmek.
Yonetmen Cagan Irmak, geleneksel Tiirk ailesini tasvir ederken,
erkek ve kadin arasinda evde ve sosyal alanda hiikiim siiren gii¢
iliskilerine 151k tutmaktadir. Toplumun ¢ekirdeginde yer alan
kurum olarak aile, erkeklerin de baski altinda oldugu ve paylarina
diisen rolii icra etmek zorunda birakildiklar sosyal diizenin modeli
olmaktadir. Babam ve Oglum, ataerkiyi farkli bir acidan ele alarak,
erkek egemen toplumda babalik, erkeklik, toplumsal cinsiyet
rolleri ve aile i¢i dinamikler lizerine kendine 6zgii bir bakis acis1
ortaya koymaktadir.

Anahtar kelimeler: Ataerki, Erkeklik, Babalik, Babam ve Oglum
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abam ve Oglum (My Father and My Son, 2005) reflectsa crucial era
includingthe 12 Septembermilitary coup in 1980, whichaffected
many people and their lives as an “outsider force that disrupt[ed]
the internal harmony of home” in Turkey (Suner 29). Cagan Irmak
portrays social conditions of the 1980s by embedding history into a highly
dramatic family story, whicharouses sympathy and causes tears.In one of
his interview Irmak says, “inTurkey, everybody was influenced by the
military intervention in some way”.It intervened in social and cultural life,
used imprisonment, restrictions, torture, and the death penalty as main

toolsto spread fear, depoliticize,and silencethe society(Tekin4).

In spite of the restrictions, censorship and ongoing suppression in the
following years of the military intervention, the aftermath of the coup and
its impact on socio-cultural life was projected through cinema. In many 12
September films, fear and suppression is in the center of the narratives
surrounded with the problems, conflicts, and melancholy of individuals.
Lives turned upside down by the 12 September military coup, sorrow, and
trauma aftermath are analyzed to portray and criticize the chaotic system.
Silence and trauma arevoiced by the directors of 12 September films and
projected through different perspectives. The common theme focuses on a
revolutionist character released after many years of imprisonment,
coming back homeand the dramatic changes the society went through due
to the impact of the coup. Confronting the new society, his old friends, and
family, the male character reflects the transformation, alienation, and
conflict amongst broader social change. However, directors who implicitly
criticize the negative impact of military intervention on politics and social
life in 1980sreplaces with those whoeasily addresses the military regime,
generals, accurate victims and stories in 2000s. Besides, the narrative is
woven with nostalgia, humor, and tragicomic elements in Beynelminel
(2006), Babam ve Oglum (2005) and Vizontele Tuuba (2004) produced in
2000s, while drama and tragedy was popularinfilms released between
1980s and 1990s.

Cinema is considered a significant tool reconstructing the past and

transmitting the memories from one generation to another. It structures
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the history through a reflective and interpretative way of communication.
Reflecting the social and political unrest through private lives, My Father
and My Son tells us our stories, “by overcoming the forms of the outer
world, namely space, time, and causality and by adjusting the events to the
forms of the inner world, namely attention memory imagination and
emotion” (Singh 51). Past and present, memory and imagination, private
and public significantly intertwined so that characters’ travels to their
past, in other words, to their selves reveal their desires, mistakes, regrets
and give them a second chance to fix injured feelings and damaged
relations.

My Father and Sontells the story of Sadik, a revolution supporter,
leaves his parents, becomes a journalist as opposed to his father’s wish
and settles in Istanbul with his wife. However, Sadik loses his wife and
learns that he is going to die soon. He comes back to his village in order to
find a shelter for his son Deniz and the film began to be intriguing after
their arrival. AlthoughMy Father and Son revolves around the memories of
individuals, both “personal and collective remembering” play an
important role in the films which have themes about the coup of 12
September (Tekin 5). As Sunerstates, such stories also “enablethe
audienceto revisit their own past and consider new ways of representing
their cultural identity” (40). MyFather and My Son creates empathy,
identification and triggers the process of remembranceof the audience
within the idea of nostalgia.lt not only “contributes to the dialectic process
of the history” but also provides a space to re-think the past within a
broad perspective (Tekin 5). The film reflects the oppression that caused
traumas in individuals’ lives and played a significant role in which those

individuals confront their pasts and issues that remain unsolved.

Irmak uses melodramatic elements such as “the interrelated family of
the characters and repressive small town,”which essentially “lead the
audience focus on the tragic stories rather than the reason of the tragic
events” (Wambach 114).According to Kolker, “melodrama sutures the
viewer into its fabric and makes the viewer’s emotional response part of
that fabric’s pattern” (237). My Father and My Son hooks and does not
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releaseus through the film. It blends our emotions with the characters’
and makes us a part of the story.Irmak combines melodramatic elements
with the themes of family relations, self-discovery, patriarchy,
masculinity, social pressure, trauma, and its effects on individuals
(Wambach 98).By doing so, he shows how political and public issues
affect individuals through the domestic sphere where men and
masculinity are portrayed according to conventional perceptions. I will
examine how patriarchy affects not only womenbutmenas wellin our
social realm and focus on the reciprocal relationship between the
oppressed and the oppressor in terms of gender roles. I want to showhow
masculinity and fatherhood are represented in patriarchy and function as
a significant determiner in social relations.

Identity Formation

urkish society is considered “highly patriarchal with clear-cut

gender role differences” (Ugurlu 649). The institutions such as

family structure and marriages are under the control of
patriarchy. The father is considered the dominant sex, “the ruler of the
family and is regarded as the formal authority to whom the wife and the
children must ultimately respond” (Ugurlu649).The father is the decision-
making mechanism andhead of the family who is responsible for making
basic income.According to traditional values, the fatheror the oldest male
figure—grandfather in extensive families, is the authority who demands
respect and obedience.The roles are clear-cut so that the father isthe
protector, provider,and representative of the family while the mother has
to take of the children, their upbringing, and domestic duties. In recent
decades, although women have participated to the job market in
considerable numbers, their responsibilities at home do not decrease.
However, the expected roles for both males and females in the family are
gradually changing in recent years because of urbanization, educational,
economic, and social opportunities.
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In My father and My Son, a traditional Turkish family and the
relationships between its membersare representedin a striking way.
Sadik, the main character of the film, resists his dominant father Hiiseyin’s
plans for him and challenges his prescribed role which is to show
complete obedience towards his elders especially his father. Sadik not
only repels his dominant father’s ideas but also the culturally accepted
assumptions and the undemocratic system processing under a military
coupthat takes away people’s freedom of speech and imprisons them into
silence. When the military intervention “shatters the protective shell of
small town life,” Sadik protests the social order, raises his voice against
the outsider force as an earnest journalist, and struggles with his father’s
supremacy as a rebellious son (Suner 33). It is hard to define which
identity Sadik has when he argues with his father. Does Sadik leave his
journalist identity and be the youngest son of Hiiseyin or does he still have
those so-called anarchist ideas and bring them back to the house? On the
surface, it seems that the fights between son and father can be considered
ordinary or common; however, it is more than a father-son conflict that
gains a deeper meaning whenit becomes a battle of ideologies.

Sadik’s journey to his father’s farm in a town in the Aegean cost
begins right after he learns his serious illness whose symptoms show that
he is going to die soon. With a desire of finding a safe and permanent place
for his son, Deniz, Sadik decides to come back to the house in which he
spent his childhood and which he hopes will be a warm place and
protection for Deniz. Deniz lost his mother while she was giving birth to
him at the coup night. We see Sadik’s pregnant wife opening the door at
the beginning of the movie andquestioning her husband in a nervous
mood because of his being late and drunk. She shows her anxiety about
the tense condition of the country and warns Sadik about being more
careful since they will have a baby very soon. Sadik defends himself by
saying that he is upset because his article was not published due to the
new editor who is scared of someone or something. Sadik touches his
wife’s stomach and calls the baby “breast” which has both positive and
negative connotation in Turkish culture andis mostly associated
withmasculinity. He implies that the baby could be energeticand naughty
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which are considered as common and obvious characteristicsof a boy.
Sadik’s wife’s reaction “what if it is a she?” verifies that he is expecting a
boy instead of a girl and supports theidea of the secondary status of
female in male’s world.

This scene shows the ongoing discussion about the issue of
gender construction and the prescribed roles allotted to the sexes by our
surroundings and the social forces. Sadik starts to define his baby’s
behaviors by attributing toit certain roles although it is still in its mother’s
womb. His wording about the baby reveals his unconscious desire for a
boy who will bring him honor since boys are considered superior to girls
in paternalistic cultures in which linage is traced through the father. The
idea of being the father of a boy will bring him prestige among his friends
and strengthen his masculinity, which parallels with the concept of power
over femininity. Ironically, Sadik has to practice the role of both
motherhood and fatherhoodafter he lost his wife at a park while giving
birth. His wife has labor pain in the middle of the night; however, the
military takes controland bans anyone from being outside. So Sadik and
his wife cannot understand why there are no people on the streets to take
them to the hospital.Their despair becomes more touching when it unites
with their screams for help and with the music, which triggers sympathy.
In the next shot, we see Sadik’s exhausted face in blood, holding the baby
covered with his shirt and his dead wife’s bloody bodyin a blurred image.
Then a soldier comes, asks if it is an accident, and says that he will call the
ambulance. Sadik says, “My wife is dead. The baby was born and she lost
too much blood” with dull eyes and a senseless expression, then asks
where everybody is. When the soldier says, “There has been a military
coup,” the melting music starts and the camera first zooms into Sadik’s
face, then the moving eyes of the babywho has been separated from his
mother by 12 September which means a sad and an orphan start for Deniz
(Bascit 167). The role of the military invention on the communication
between the generations is clear in this scene. It scatters the family, cuts
the link between the son and the mother with death, and causes social

alienation. Irmak suggests that the military coup separated children from
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their parents and the nation from its past by not keeping its promises such
as peace, social welfare and development.

The movie continues with a couple shots of Sadik’s torture scenes in a
prison, his trial in a court, and the maid who takes care for Deniz when his
father is in prison. It is ambiguous what Sadik’s crime is and what he is
accused of. However, under a military regime and an undemocratic
political milieu, individuals do not have right to question the justice.The
scene in which Sadik comes home and hugs his two year old son tells us
that he spent two years in the prison and implies his deadly illness is due
to those tortures. Sadik’s illness gives his life another direction, which
brings him to his father’'shouse where he left years ago. Contrary to his
Father’s wishes, Sadik studied journalism instead of agriculture, stayed in
Istanbul instead of coming back to the town, and married Aysun, instead
of Birgiil from the same town. Sadik’s decisions show his independent
character, and rebellious soul which does not want to accept another
sovereignty in his territory. However, both his father and the
undemocratic system try to pull Sadik into their own regionswhere there
is no free will butlimited choices and prescribed roles. In this respect,
Hiiseyin and the military governmentfunction as a mutual mechanism to
control individuals, leading them in the direction of its ideals and desires.
Both father and government take the individual’s freedom and prevent
them from seeking theirown rights.

Sadik is one of those rebellious individuals who goes for his own
goals and achieves them by ignoring the barriers in his way. In one
flashback, while Sadik’s mother Nuran is shouting at him not to leave the
house, Hiiseyin tells Nuran that neither of themcan come back to the
house if she goes with Sadik. Young Sadik does not say anything
orlookback butjust walks away with his backpack.His silence in this scene
is a defeat against Huseyin’s threat. However, it is actually a victory for
him. Sadik shows his courage by leaving a place and people that limit his
freedom. His walking away without looking back shows his ambition and
indicates that he does not care for his past but future and own plans. This

is SadiK’s first journey in order to pursue self-fulfillment and the desire of
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defining who he is without his landowner father’s power over him. He
believes that he cannot express himself thoroughly and be the person he
wants under his father’s shadow, which encloses each of the family

members.

Fatherhood

he conflict between the father and the son appears essentially as a

contradiction between two men whose expectations do not match

with their perceptions of masculinity. Hiiseyinis a stereotype and a
traditional Turkish father figure who wants to control everything and
everybody around him. His understanding of fatherhood, normative
practices, and assumption about his masculine role in the family are
learned through culture. Hiiseyin constructs his role according to the
norms and values of the social realm.Hecan never leave his landowner self
and be a father for his sons or a husband for his wife. Drawing borders for
everyone and ordering the people around him makes Hiiseyin satisfied
about his status and keeps his reputation alive.He acts like a landowner at
home, expects absolute respect from family members, and practices his
landowner identity in his social relations. Hiiseyin’s obstinacy is one of the
reasons why he does not talk to Sadik for years and why he does not
welcome Sadik and Deniz when they first meet. His prestige among the
other family members is threatened, his steady status in the town is
shaken, and his authority is diminished by Sadik. Now, Sadik becomes a

rival and a threat for Hiiseyin rather than a son.

Another father-son relationship represented in the film is between
Sadikand Deniz. Sadik represents an unselfish, patient, keen father
figure.There is an intimate relationship and strong communication
between the two. Sadik is Deniz’sonly friend and his hero who protects
him all the time.Deniz’s inner world is projected by the stories he tells.
Deniz reads comic books that inspire him to create his own world in
which he tells stories as a narrator. The narrative becomes complicated

and multilayered by Deniz’s dreams and stories since they are stories
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within a story. He filters those fictional events and superheroes in the
books through his imagination and adopts them to the accurate events
and people. By doing so, he becomes mature and forms his own memories.
The structure of the narrative is enhanced by Deniz’s imagination and the

books which make the movie intertextual.

In one of the scenes, when he first enters his grandfather’s house and
sees the wooden door of their room,Deniz’s voice is heard telling a story
about little Deniz and his father who have to pass through the door cursed
by a witch and the forest full of monsters. After the camera zooms into the
wooden door from Deniz’s point of view, the next shot starts with a dark
forest scene in which Deniz and Sadik are walking by the monsters. When
the bat-like monsters block their road, Sadikscares them with his swordso
they can continue walking. Until they pass the door, his father becomes a
brave hero who saves him from being kidnapped and thrown into the well
by the monsters. Deniz continues his story, telling that Denizis not scared
because his brave father is with him.The forest scene endsin the next
shotwhen we see the inside of the bedroom and they open the door and
come in with their luggage.

The dark forest scene takes us to a child’s imagination and shows
ushow he interprets the real life eventsand how they take different shapes
and meanings for him. The tense environment also affects him as much as
it does the adults. Although he is too young to understand properly, what
happens around him and cannot express himself, his stress, concerns, and
fears are conveyed through the stories he tells. It is clear that there is
always a fear about being away from his father, which is one of the main
themes of his stories communicating with us on behalf of Deniz.Those
comic books not only become a bridge between the audience and Deniz
but also between the grandson Deniz and the grandfatherHiiseyin. They
turn into a good reason to develop a close relationship with Deniz and his
grandfather. After learningDeniz’s interest into comic books, Hiiseyin goes
to town to buy some and give them as a present. Thus, the comic
booksfunction as a communication tool not only connects the character

and the audiences but the generations as well. On one hand,they make the
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structure complex and multilayered by forming a story within the story of
the film; on the other, they clarify the narrative by reflecting the inner

thoughts and feelings of the youngest male character, Deniz.

Prescribed Roles through Naming

he climax of the film starts with an argument between Sadik and

Hiiseyin in the middle of a night. Sadik tells Hiiseyin that they need

to talk and the discussion will not be about asking for
forgiveness.The argument starts with Sadik’s question about why his
fatherchose to give the names Sadik and Salim to him and his brother. The
meanings of the names are ironic since Sadik means loyal and Salim
means quiet and healthy. Sadik actually implies how Hiiseyin is obsessed
about controlling everything even from the beginning of their life. Hiiseyin
wanted them to be obedient and devoted to their family and values. These
names were a reflection of Hiiseyin’s subconscious desire about his sons’

lives.

The discussion about names reveals Hiiseyin’s secret intention that
the audiences do not realize and lead them to question his autonomy. On
the other hand, as an ideological tool, Deniz reveals the director’s
intention, and Sadik’s subconscious. He criticizes his father for being
obsessed about controlling their lives from the beginning but we witness
that Sadik does the same thing for Deniz. Deniz was the name of a famous
Marxist-Leninist revolutionary and political activist who was executed
after another military coup in 1972.Sadik wants to reflect his leftist
political view through Deniz and chooses an identity for his son. Sadik
appears to be as an unselfish, indulgent, socialist father figure. However,
he infuses his ideology and control Deniz, who has to carry the burden of
his father’s political view throughout his life. What if Deniz became an
ardent supporter of the right-wing party, would Sadik still be a gentle and
insightful father or act like Hiiseyin who is a control freak? We do not
know the answer; however, we cannot ignore the fact that Sadik chooses

this name on purpose in order to emphasize his strong political view.
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The shifting relationships and roles between the generations and the
sons demonstrate thatthe roles are socially constructed and historically
contingent.Sadik sometimes performs the roles that he criticizes and
cannot separate from that part of the society as an individual. The former
generation—Hiiseyin wants to impose his ideology and ideas to Sadik who
is the next generation. This cycle continues between Sadik and Deniz. The
power dynamics between the characters are structured and reconstructed
throughthe impact of military intervention and values intermingled with
social norms, specific set of rules, cultural conditions. In spite of his
fathers’ oppression, Sadikhas to trust Hiiseyin and let Deniz live with
them. Although Hiseyin’s house is associated with suppression and family
members have limited freewill, Sadik demands a place for Deniz saying,
“Give him a room, dad.Let him have a home,but he could leave time to
time.” Sadikis in a desperate situation, has nowhereto go and no one to
trust.His wife died, his revolutionary friends came over and became the
spokesman of the government. On the other hand, Sadik’s words
demonstratehis longing for home, contradicted feelings about belonging,
unconscious reliance to the security and warmth of the family. To Sadik,
Deniz needs support and no one can compensate his absence except
Hiiseyin’s house. This belief comes from Sadik’s cultural values acquired
unconsciously. ‘Grandparents’ household’ is coded with a positive
connotation which gathers everyone, be a shelter and is the reason why
Sadik takes Deniz there.

My Father and Sonprovides a surface account of 12 September
through a domestic sphere. It essentially projects the breaking family links
because of the military intervention into private lives as well as public.The
contradiction and power structures between malesand the tension
between the generationsare analyzed in a rural setting within the
perspective of past, present and future.The film questions gender roles
subjected to change and based on myriad social factors in the perpetuated
patriarchal relations and male privileges. Among these factors, society,
parents, and peers play a significant roleover individuals and their
identity formation.In this respect, individuals always feel the pressure of

their environment such as patriarchal masculinity, social relations, and
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political unrest as a determiner of their identities and actions. Not only
women but men are also subjected to the influence of patriarchal
masculinity perpetuating the idea that men have the right to dominate,
control and lead women, children and other men. My Father and My Son
suggests, although people challenge the accepted assumptions in a
patriarchal socio-political system, and“break culture’s rules,”they “have to
pay”(Kolker240). It can be said that Sadik pays the price heavily by
suffering in between. On the other hand, he would have never known the
consequences, if he did not leave. My Father and My Son confronts us with
the possibilityof what would happen if we followed a different way than
the way of culture and the patriarchy want us to do. The possibilities vary
according to various power relations and depend on different

circumstances, surroundings, and cultures.
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“Towards an Interrogation of Masculinity’s
Commodification: Deleuze’s Control Society & The Big
Lebowski”

Terrance H. McDonald
Brock University

Abstract:

In the Coen brothers’ The Big Lebowski, the character of the Dude
appears to offer a radical identity that opposes consumerism, but,
by examining the film with Deleuze’s theoretical concept of the
control society, it is clear that the Dude and other masculine
characters are trapped in closed loops of consumption. Examining
the commodification of gender, this paper seeks to open up the
potentialities of creative and revolutionary subjectivities beyond
the confines of late capitalism. Recognizing that such potentialities
are routinely sealed off in the interests of capital, it becomes
necessary to reflect on the mechanisms that capture and enclose
modes of resistance. Therefore, instead of employing economic
models and language that frame cultural capital, this analysis

embraces culture as creative force.

Key words: Masculinities, gender commodification, Deleuze

studies, control society, The Big Lebowski
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Erkekligin Metalastirllmasin1 Sorgulamaya Dogru:
Deleuze’iin Kontrol Toplumu ve ‘The Big Lebowski’

Terrance H. McDonald
Brock University

Ozet:

Coen Kardesler'in The Big Lebowski adli filminde, ‘Dude’
karakteri, tiiketimcilige karsi koyan radikal bir kimlik
ortaya koyar gibi goriiniir. Oysa ki filmi, Deleuze'iin
‘kontrol toplumu’ kavrami gergevesinden inceledigimizde,
Dude’un ve filmdeki diger eril karakterlerin kapal tiiketim
dongiilerinin tuzagina kapilmis olduklar: agiktir. Bu makale,
toplumsal cinsiyetin metalastirilmasini inceleyerek, gec
kapitalizmin sinirlarinin 6tesindeki yaratici ve devrimci
Oznellik olanaklarini tartismayr amaglamaktadir. Bu
olanaklarin, rutin bir bicimde sermayenin cikarlari icinde
mithiirli kaldiklar1 kabul edildiginde, direnmenin cesitli
bicimlerini el ge¢irip kusatan mekanizmalar iizerine
diisinmek elzem hale gelir. Bu nedenle, burada sunulan
analiz, kiultliirel sermayeyi c¢ergeveleyen ekonomik
modelleri ve dili ise kosmak yerine, kiiltiirii yaratici bir gii¢

olarak ele almaktadir.
Anahtar Kelimeler: Erkeklik, toplumsal cinsiyetin

metalasmasi, Deleuze calismalari, kontrol toplumu, The Big

Lebowski
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his paper examines the commodification of gender, specifically

masculinity, in The Big Lebowski (Coen and Coen 1998)1 through

Deleuze’s concept of the control society. Such an analysis aims to
open up the creative potential of culture that is restricted and contained
by consumption practices that continuously defer and deny the
embodiment of transcendent ideals of gender. These transcendent ideals
of gender are formed by a series of representations, such as the hard
bodies of the Reagan era (Jeffords 1994), and upheld as the quintessence
to aspire towards for a particular group of gendered consumers.
Mediated by our visually saturated culture, transcendent ideals of
masculinity and femininity are associated with goods and services that
individuals consume within ritualistic patterns in attempts to embody
their quintessence of a gendered body. Although subjectivities in The Big
Lebowski (1998) appear to be modes of resistance to the
commodification of gender, I will argue that any resistance is re-
inscribed into consumption practices that suppress the capacity to
challenge dominant ideologies and other power structures. What is at
stake in such an analysis is the possibility of masculinities, and moreover
creative and revolutionary subjectivities, outside of closed loops of
consumption that are structured by mechanisms of capitalism.
Therefore, as a move towards embracing the potentialities of culture as
creative force, we need to further interrogate the ways that capitalism

limits and, in turn, feeds off of our imaginative acts of expression.

The Commodification of Masculinity

irst, what is commodification of masculinity? As John Beynon
defines it, the commodification of masculinity is “the commercial
devices whereby masculinity, in all its varieties, is packaged and
promoted in advertising, fashion and the media” (159). Initially,
commercial masculinity is discussed through the emergence of the “New
Man” and the rise in marketing of products to men in the 1980s (Nixon
1996, Edwards 1997, & Benwell 2003), which causes masculinities to be
increasingly defined by the purchasing of goods and services. Thus, I
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define the commodification of masculinity as the visual idealization of
masculinities that create transcendent ideals of gender, or mediated
masculinities.2 In an attempt to embody these mediated masculinities,
individuals continuously purchase products and services associated with
these ideals. As Helene Shugart argues, “the pervasiveness and even
entrenchment of commercial masculinity in contemporary popular
culture are undeniable” (282). It is the undeniable pervasiveness of
masculinity as represented by commodities that mark an important
phenomenon to interrogate because of its association with capitalism
and its implications for culture as modes of resistance.

Shugart, in “Managing Masculinities: The Metrosexual Moment”,
outlines how the commodification of masculinity initially poses a threat
to conventional, normative masculinity and, then, she goes on to argue
that metrosexuality functions as an important rhetorical device that
negotiates and manages this tension between commercial and normative
masculinity. [ want to call attention to the ways that such a negotiation
adjusts masculinity within the coordinates of commodification, which
reframes masculinity through consumption practices as opposed to
designating commercial masculinity as a challenge of conventional,
normative masculinity (Shugart 295-297). This negotiation has crucial
repercussions for the formation of creative and revolutionary
subjectivities because such potentialities are doubly enclosed within
gender as well as commodification. While critical examinations of gender
are ongoing within gender studies discourses3, the relationship of

gender and commodification remains largely unexamined.

If, as Braidoitt argues, “gender is just a historically contingent
mechanism of capture of the multiple potentialities of the body,
including generative or reproductive capacities” (98), then, what
implications arise for already limited potentialities when further
restricted by commodification? In my view, this double capture further
limits the body by framing its potentialities within consumption
practices. Therefore, gender studies should approach the openness of

individualist expression within the coordinates of global capitalism with
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caution as the endless availability of identities are themselves restricted
by closed loops of consumption. As Braidotti argues,

advanced capitalism is a spinning machine that actively
produces differences for the sake of commodification. It is a
multiplier of deterritorialized differences, which are
packaged and marketed under the labels of ‘new, dynamic
and negotiable identities’ and an endless choice of
consumer goods. This logic triggers a proliferation of

vampiric consumption of quantitative options (58).

The production of differences appears to open up possibilities for
celebration because we now have the ability to be who we want to be,
but these new, dynamic, and negotiable identities are means for
consumption as opposed to ends in and of themselves. In a society
saturated by market logic, our freedom is no longer a choice and, instead,

«

as Shaviro states, “[t]he objective function of the market is that it ‘forces

m

us to be free’” (80). Creative and revolutionary subjectivities are stripped
of radical potentialities and framed within closed loops of consumption
that deliver a ceaseless stream of goods and services that structure these
commodified identities. Such a limitation has effects all gendered bodies
in our current historical location, but, in this paper, I will focus primarily
on the ways in which masculinity is commodified as a way of beginning

an interrogation of the implications and consequences.

How can creative and revolutionary subjectivities escape the
double capture of gender and commodification? Reeser appears to ask
the right questions to begin such a project: “How could masculinity be
considered not in reaction to stasis, but as pure becoming? How could
masculinity look forward to change and new forms instead of backward
to previously articulated definitions created by me and my cultural
context?” (46-47). In Masculinities in Theory, Reeser goes on to argue
that “by employing a framework influenced by the work of Gilles Deleuze
and Felix Guattari, masculinity would be defined as a series of
possibilities, a series of constant becomings” (47). However, Reeser

wants to reterritorialize these potentialities in relation to subjectivities
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that he simplifies as “an endless series of different masculinities that
never recur” (47), which he frames as “a possible springboard for
pleasure in change” (47). While Reeser is posing the questions that open
up capacities to collapse the capture of creative and revolutionary
subjectivities, his focus remains within the pleasure of consumerism
(Casarino 201). Viagra is given as a representative of this new possibility
because of its ability to make the non-erect into a once-again-erect (47),
but Reeser’s generation of an identity through the consumption of a drug
specifically packaged and marketed as a means to access new, dynamic,
and negotiable identities fails to escape the coordinates of the spinning

machine of capitalism.

Furthermore, a framework influenced by Deleuze and Guattari
should not seek the pleasure of consumerism; rather, it should seek “to
untie the pseudobond between desire and pleasure as an extrinsic
measure” (A Thousand Plateaus 171, ATP hereafter). As Deleuze and
Guattari state in ATP, “pleasure is in no way something that can be
attained only by a detour through suffering; it is something that must be
delayed as long as possible because it interrupts the continuous process
of positive desire” (171-172). Perhaps Reeser’s discussion is victim to its
attempt to oversimplify philosophies of immanence, but, nonetheless,
masculinities can never escape into a series of constant becomings if
masculinities are something that is to be defined or if these masculinities
occur in relation to consumerism. Moreover, masculinity will always
exist as the molar line par excellence (ATP 320) and if we want to
embrace the creative and revolutionary potentialities of subjectivities
then it becomes necessary to disengage these potentialities from the
confines of gender and commodification. This disengagement will
involve a break from the capture of commodification, but it is to be
followed by another break from the restriction of gender so that the
mechanisms that formulate identities based on the binary of

masculinity /femininity are collapsed.

So, how do we initially break from the closed loops of
consumption that are sustained by the commodification masculinity?
First, a distinction becomes necessary between pleasure and the
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pleasure of consumerism. In the pleasure of consumerism the subject “is
caught in a circulation and is forever leaping from commodity to
commodity in search of that final commodity which will surely grant the
ultimate pleasure” (Casarino 199). Within closed loops of consumption,
masculine consumers leap from commodity to commodity, always
already searching for that next product or service that will allow them to
embody the mediated masculinity that is idealized. I will not critique
pleasure as such because pleasure as such “is the fold of desire: it is the
immanent point of tangency between our bodies and the force of desire”
(Casarino 202). Therefore, instead of seeking what new pleasures may
be possible by consuming Viagra, this thinking aims to demonstrate that
our pleasures exist in any and every moment in which we embrace the
event we find ourselves within as opposed to the next instant of pleasure
to come, or the instant that will grant the ultimate pleasure. While closed
loops of consumption promise the commodity that will ultimately allow
the embodiment of transcendent ideals, this commodity is always
already the next commodity to be consumed. Instead, by recognizing the
denial and deferral of pleasure in the commodification of masculinity, it
becomes apparent that products and service do not construct
masculinities; rather, masculinities are always what they are in a

moment.

On the one hand, we can pursue the pleasure of consumerism and
use a product like Viagra that offers a productive reterritorialization,
which continues to seek a pleasure that is always deferred and denied in
the instant of the next pleasure to come. On the other hand, we can
embrace a deterritorialization of masculinities, which 1 propose is
possible through the recognition that masculinities are merely codes and
are no different than the codes of femininities or animalities or
technologies. As Deleuze and Guattari argue, “it is as though human
alienation through surplus labor were replaced by a generalized
‘machinic enslavement,’” such that one may furnish surplus-value without
doing any work (children, the retired, the unemployed, television
viewers, etc.)” (ATP 542-543). If we seek to be defined, if we seek
commodified identities, then we will no doubt be sold them and given
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the bits of deferred pleasure that come along with a Viagra prescription
or a weekend spent golfing. Selling is not done all at once and, more
often than not, we are not even aware we are buying in. But, even those
on the outskirts are slaves to commodification - think of the hippest of
countercultures and the regulation of appearance and activities they
constantly undergo. If masculinities are to escape definition and enter
into a series of constant becomings that realizes creative and
revolutionary subjectivities, then we must go beyond Reeser’s goal that
is “to focus on what [masculinity] can and does become and how it
continues to become something new” (47). Masculinities are already all
they can ever become. Masculinity can only become if we define it. When
we collect the codes that suit our ideal of who we are and structure them
and submit to stratification, then we remain committed to the pleasure
of consumerism that flashes briefly in the instant of the next commodity
as we maintain the masculinity we have constructed. Even when we add
new, dynamic, and negotiable identities and assume we have somehow
ceased to represent a hegemonic ideal, the potentialities of our bodies
remain doubly captured by gender and commodification. So, how can we
escape to spaces outside of this capture? One important move in
launching such an escape is to examine the coordinates of the society

that controls us.

Deleuze’s Control Society and The Big Lebowski (1998)

n my view, it is necessary to take into account the parameters of

Deleuze’s control society if what is at stake is the possibility of

masculinities, and moreover creative and revolutionary
subjectivities, outside of closed loops of consumption that are structured
by mechanisms of capitalism. In a late essay, “Postscript on Control
Societies”, Deleuze outlines how we have shifted from disciplinary to
control societies. This shift creates a society where, as Skott-Myhre
states, “no one’s social position is secure and no one knows for sure who
they are or how to achieve success within the realm of shifting social
expectation” (45-46). A lack of security and certainty is produced
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because“[t]he categories of development, such as age, rites of passage,
maturity and the entry and exit points into adolescence, middle age and
old age become indeterminate” (46). With specific reference to the
commodification of masculinity, Deleuze’s concept of the control society
allows us to understand how masculinity is continually denied and
deferred through the consumption of products and services associated
with ideals of masculinity. This uncertainty is evident in the anxieties of
the other Jeffrey Lebowski in The Big Lebowski (1998). He laments,
“Funny - I can look back on a life of achievement, on challenges met,
competitors bested, obstacles overcome. I've accomplished more than
most men, and without the use of my legs. What? What makes a man, Mr.
Lebowski?” (The Big Lebowski). The indeterminate characteristics of the
categories of development that define masculinity and manhood are
clear in the other Jeffrey Lebowski’s inability to determine if he has been
made a man. He references a life of achievement that should secure, in
his view, a position within society: a man, a successful man. However, the
other Jeffrey Lebowski remains unclear as to how to achieve success and
how to make oneself a man. This scene continues with a relational
quality that, for the other Jeffrey Lebowski, used to determine
masculinity and make someone a man. He asks the Dude: “Is it being
prepared to do the right thing? Whatever the cost? Isn’t that that makes a
man?” (The Big Lebowski). What the other Jeffrey Lebowski's
uncertainty represents is the erosion of clear categories of development
for masculinity and making men, which is a characteristic of Deleuze’s
control society.

Without the ability to determine clear categories of development,
in a control society the commodification of masculinity captures the
potentialities of bodies within closed loops of consumption. It is in a
control society, within closed loops of consumption, that “advertising
and marketing produce subjectivities that define themselves by what
they consume more than what they produce” (Holland 71). Therefore,
the result is that a man is never made. The uncertainty expressed by the
other Jeffrey Lebowski is characteristic of masculine subjectivities that
are never able to completely embody transcendent ideals of gender,
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which are continuously deferred and denied, and, as a result, these
subjectivities are endlessly redefined through consumption. Thus, on the
one hand, we have the other Jeffrey Lebowski’s ‘trophy wife’ Bunny, the
wall of awards and achievements purchased through philanthropy, and
the mirrored cover of time magazine which epitomizes the inability to
hold and maintain the stable identity Lebowski seeks - an idealized
version of masculinity associated with successful capitalists and
philanthropists. On the other hand, we have the Dude who is
unimpressed by the other Lebowski’s lifestyle, but, nonetheless, the
Dude defines himself equally through what he consumes - bowling and

White Russians - as opposed to what he produces.

So, on one level, the Dude’s refusal to concern himself with
employment and production appear to be a challenge to normative
masculinity as the other Jeffrey Lebowski refers to him as a ‘bum’, but it
is apparent within the parameters of a control society that such a
challenge does not constitute a creative or revolutionary subjectivity.
Despite the logic in Kazecki’s argument that “[b]eing a bowler does not
require the characteristics needed from a man in the production-
orientated modern capitalist society” (156), recognizing the ongoing
shift from a disciplinary society to a control society strips the Dude’s
subjectivity of any radical defiance. Unlike the Cynthia’s dog that Walter
brings bowling, the Dude is continuously buying beer, bowling shoes,
White Russians, marijuana, burgers, and what have you. He may not
define himself by a business legacy or philanthropy, but the Dude is
captured by a closed loop of consumption suited to his ‘new, dynamic,
and negotiable’ lifestyle. Therefore, Martin-Jones’ claim that “[t]he Dude
does not adhere to the throwaway ethos of consumerism, as we see in
his treatment, or rather in the film'’s treatment, of his car” (145) is simply
not valid when considering the parameters of a control society. Sure, the
Dude is not regularly buying a new car, but he is continuously
purchasing a set of goods and services that characterize his subjectivity:
mainly White Russian ingredients and bowling. Reading the Dude’s
subjectivity as a rejection of consumerism and as a mode of resistance,
like Kazecki’'s and Martin-Jones’ readings, fails to recognize the
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consumption practices that structure the Dude’s subjectivity.4
Therefore, such readings support the need for the further examination
and interrogation of the economization of everything because it is
apparent that sites of resistance are no longer easily carved outside the
modes of production or social institutions. Through the recognition of
the economization of everything, examining our current historical
location exposes the fact, “that we will increasingly lack a space for

m

creative ‘resistance’” (Marks 54). Refusing to buy a car is simply a
consumer choice as opposed to a mode of resistance because an endless
selection of other consumer choices is available to capture the radical
potential of any refusal. Even refusing to work is simply choosing to
defer an investment of your human capital in the marketplace (Shaviro
78). When everything is commodified, refusing as a mode of resistance

becomes increasingly impossible.

The Dude’s lack of employment seems to be an enigma in the film.
As Wall points out, “one of the mysteries the film leaves us with is
precisely what he does to support his bowling and White Russian habits”
(122). It is significant that Wall recognizes these pursuits as habits
because it reframes the apparent site of resistance, that some believe the
Dude occupies, within the coordinates of consumption. Not simply
consumption out of necessity, rather, habit that suggests a dependency
and ritualistic repeating. Thus, by recognizing the ongoing shift from
disciplinary society to control society that is occurring in the historical
location of the film - set in the early 1990s when Deleuze is also writing
“Postscript on Control Societies” - it is apparent that the revolutionary
subjectivities of the disciplinary society are re-inscribed into the
developing neoliberal framework. Therefore, the other Jeffrey
Lebowski’s statement rings ever more true: “Your revolution is over, Mr.
Lebowski. Condolences. The bums lost. My advice is to do what your
parents did; get a job, sir” (The Big Lebowski). Although, it is evident that
the other Jeffrey Lebowski’s insistence on employment is unable to
provide the stability he assigns to it - recall his lamentation discussed
previously - the ‘bums’ do seem to have lost and what they have lost is
the radical potentialities of refusing. Refusing to purchase, to work, and
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to participate is increasing sealed off and the modes of resistance once
aligned with such creative and revolutionary subjectivities are diluted in

White Russians, marijuana, and bowling.

The Dude is far from the only radical ‘bum’ that no longer exerts
revolutionary potentialities. Walter and Donny, the Dude’s friends,
Smokey, the conscientious objector and pacifist, as well as Marty, the
Dude’s landlord, and the nihilists all represent diluted radical positions
that were once modes of resistance. As Wall observes, “[w]ith these
characters the film announces itself as a mediation on the fate of the
sixties, its various types and its revolutionary and utopian aspirations”
(123). Walter’s character signifies the increasing impossibility to define a
radical masculinity via violent and military pursuits, which leads Walter
searching for conflicts to prove his masculinity and, when ultimately his
searching proves impotent, he retires to the bowling alley to drink beer
and ponder his past efforts in the Vietnam war. Donny’s character
signifies a similar impotency through the failed resistance of radical
countercultures like surfing. While, no doubt, such countercultures
functioned as modes of resistance against the rigid structures of
institutions, the current pursuits of surfing, skateboarding,
snowboarding, among other radical activities, including parkour, no
longer represent a radical opposition. Instead, these pursuits are offered
an endless choice of consumer goods that are catered to the formation of
new, dynamic, and negotiable identities. Marty, the Dude’s landlord, does
not consume bowling and beverages like the Dude, Walter, and Donny,
and he appears to represent a radical, artistic subjectivity. As Wall notes,
Marty is “a performance artist - this aesthetic mode surely has its roots
in the happenings of the sixties and seems relevant here for its implicit
rejection of the art object’'s commodification” (133). A major concern of
Marty’s, however, is the venue where he will perform, which is the first
thing he says: “Dude, I finally got the venue I wanted” (The Big
Lebowski). Perhaps, arguing that Marty privileges a venue, a site
purchased for his performance, over the performance itself is reading
too much into a minor character and scene in the film. However,

considering Wall’s point, perhaps such instances should be given more
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analysis in relation to the economization of everything. My first reaction
to Marty’s insistence on a specific venue might be: whatever happened to
performing on the street? Then, I quickly recall how even street art
today, like the work of Banksy, is quickly cut from buildings and sold to

wealthy ‘admirers’.

While violence, most obviously, as well as countercultures and
art are increasing commodified, especially the identities defined through
participation in these once potentially creative or revolutionary pursuits,
what about pacifism and nihilism? Without going into specific details of
each belief system, it appears either foundation could frame a radical
identity opposed to consumerism. Thinking of the general foundations of
each philosophy, objection to violence and objection to meaning, there
seems to be a foundational opposition to the pursuit of commodified
ideals. The Big Lebowski reveals, however, that these belief systems are
not guaranteed to be adequate modes of resistance against the
commodification of masculinity. If we recall the nihilists from the film
that supposedly believe in nothing, it is apparent that this form of
nihilism does believe in something: money. This belief is something to be
afraid of when encountering these nihilists, despite Walter’s reassurance
to Donny: “No, Donny, these men are nihilists. There's nothing to be
afraid of” (The Big Lebowski). It turns out these nihilists do have a
foundational ethos beyond an objection to meaning: the pursuit of

money.

The final conflict between Walter and the nihilists, when a ransom

is demanded, demonstrates the nihilists’ ethos:

WALTER. No, without a hostage, there is no ransom. That's what

ransom is. Those are the fucking rules.

NIHILIST #2. His girlfriend gave up her toe!

NIHILIST #3. She thought we'd be getting million dollars!
NIHILIST #2. Its not fair!

WALTER. Fair! Who's the fucking nihilist here! What are you, a
bunch of fucking crybabies?
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The Coen Brothers, with their keen knack for humourous dialogue,
create a comical situation that, within the diegetic space of the film,
contributes to the comedy as a whole. Moreover, for the purpose of
thinking this film in relation to Deleuze’s concept of the control society,
this interaction reveals a distinction between a fascist nihilism and a
capitalist nihilism (Badiou 158-162). As discussed by Badiou these two
nihilisms belong to the same world that “of money, of blind power, of
cynical rivalry, of hidden gold of primary resources, of total scorn for
peoples’ everyday lives, and of the arrogance of a self-certitude based on
the void” (158). On the one hand, fascist nihilism commits acts that
remain unnamed and the nihilists remain anonymous as well (Badiou
160). On the other hand, capitalist nihilism is “nihilist in its extensive
form, the market having become worldwide; nihilist in its fetishization of
the formalism of communication; and nihilist in its extreme political
poverty, that is to say, in the absence of any project other than its
perpetuation” (Badiou 161). Thus, the nihilists from The Big Lebowski
do not represent a radical subjectivity that functions as a mode of
resistance, but, instead, they represent the fundamental basis for the
economization of everything: only capital means anything. Sell sex,
exploit animals, ignore global warming, and cut off your toe because
nothing else matters - ethically, morally, or politically - and everything

is a means to acquire money.

It is within this capitalist nihilism that the commodification of
masculinity captures the radical potentialities of creative and
revolutionary subjectivities and re-inscribes them into consumption
practices. Participation in closed loops of consumption seals off any
threat from these once-upon-a-time modes of resistance and produces:
“Man as shopping” (Badiou 161). All modes of resistance find themselves
in the same limbo, or bowling alley, purchasing goods and services that
structure their identities. We may feel that we are new, dynamic, and

negotiable, but, in actuality, we are all the same. According to Badiou:

As man (or woman) the consumer is the same as everyone
else insofar as he or she looks at the same window
display...The principle is that anyone who is able to buy -
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as a matter of right - anything being sold is the equal of
anyone else... However, as we all know, this equality is

nothing but frustration and resentment (Badiou 161).

Therefore, the pacifists can take pleasure in consumption together with
the militants, which is visible in the relationship between the Dude and
Walter because each man defines his character within a separate belief
system, but this system is a mere consumer choice, a flavour, in the
commodification of masculinity. It seems everyone from Smokey to the
Jesus to Walter can pay for a lane and repeatedly knock down some pins.
At the same time, the frustration and resentment that Badiou
acknowledges as comprising this equality of the consumer is evident in
the outbursts of the various characters, such as Walter’s constant
concern about the rules or the Dudes’ persistent irritation due to
Walter’s Vietnam references. The pleasure of consumerism has no
pleasure at all as the pleasure it promises is always deferred and denied.
Similarly, the pleasure of transcendent ideals of gender is always
deferred and denied. So, what options do we have to escape the capture
of commodification?

The frustration and resentment becomes amplified when we
attempt to find, within the coordinates of culture, a mode of resistance
because we quickly discover, as Shaviro argues, that “[e]ven when we
seek to oppose the most outrageous depredations of human livelihoods
and of the physical environment, we find ourselves using the language
and the presuppositions of cost-benefit analysis, optimization, and so on”
(79). We repeat the words of state, of capital, and of media: “this
aggression will not stand” (The Big Lebowski). Furthermore, we feel ever
more inadequate as the aggression continues on. What becomes
apparent is that “[w]e no longer have the language to articulate radical
demands. We suffer from a failure of imagination” (Shaviro 79). We
consume our goods and services with the anticipation of a revolution, a
masculinity, a pleasure, or anything that is other than this, but all we find
is a deferral or a denial. When faced with the failure of radical

endeavours, when the plan proves to be nothing more than a consumer

163



Masculinities Journal

choice, what do we have left to say but: “Fuck it, Dude, let's go bowling”
(The Big Lebowski)?

Recognizing this message in the in film, Douglass and Walls
observe how susceptible people are to consumerism within the
coordinates of nihilistic capitalism without explicitly articulating it. In
their essay “Takin’ ‘er Easy for All Us Sinners,” in The Philosophy of the
Coen Brothers, Douglass and Walls conclude that life is purposeless and
meaningless “[a]ccording to The Big Lebowski...” and “[u]nless we can
identify some objective or transcendent source of purpose or meaning,
we may be hard pressed to disagree” (160). It is apparent that the
functioning of late capitalism offers only dismal lives at best and because
of this dull reality we welcome, with open wallets, any product or service
that promises a transcendent source of meaning or purpose. In
comparison, objective sources seem to be continuously fading. The Big
Lebowski demonstrates that categories of development have eroded,
which reveals that the meaning of something like masculinity “...is
basically impossible to define, rather than some performed abstraction
on display” (Sutton and Wogan 90). So, amid our anxiety that stems from
an inability to know for sure who we are, direct and devious
advertisements solicit lifestyles comprised of products and services that
promise a way out through the embodiment of a transcendent ideal of
gender. But, even when the shortcomings of such lifestyles are obvious
and we search for something that has more value, something that pay-
offs in the end, something that is worth earning, we must ask is there
meaning and purpose outside of the economization of everything? Can
we break free of consumerism and commodification?

Despite the bleak outlook for creative and revolutionary identities
that can establish a mode of resistance through culture, in my view, by
interrogating the coordinates of our confinement in commodification, or
the economization of everything, a line of flight is still possible. In
relation to Deleuze’s society of control, Skott-Myhre states that, “by the
time a self can be comprised as a site of resistance or challenge, all
definitions have shifted to accommodate, enclose and incorporate the
insurrected knowledge and radical self identification” (46). As subjects
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we are free to move then - for example masculinities are always in
fluctuation or ongoing negotiation5 - but identifying a site of resistance
only leads to enclosure within the closed loops we are trying to escape.
The potential way out is continuous fluctuation, the embracing of an
ongoing negotiation that has no goal to completely negotiate. It is not a
bad idea put off job-hunting to go bowling with friends instead; it is an
experiment. However, to assume this practice could become a solution in
itself is an issue. Then you begin defining yourself through bowling. You
say, “Fuck it, dude. Let’s go bowling” (The Big Lebowski) and you seek
out the pleasure of consumerism found at the bowling alley. You get a
new, dynamic, and negotiable identity to replace the old identity that
was previously shed. When I state that we should embrace what
masculinities have yet to become, I am not talking about trying to be an
actual Big Lebowski that defines himself through business and
philanthropy. I am not talking about smoking a lot of marijuana and
drinking a lot of White Russians. I am not talking about achieving high
scores, being all that you can be, realizing one’s true potential, or even
winning. Why? Because, as Skott-Myhre states, “this is not a
transcendent ‘yet’, an idealized, perfected self not yet realized, but the
‘yvet’ of nothing. It is the unthought, undone, unspoken, unpracticed ‘yet’
of infinite possibility; the mass of ‘yet’, the horde of ‘yet’, the ‘twinkle’ in
the eye of nothing” (48). Instead of working towards transcendent ideals
of gender that continually defer and deny embodiment, this thinking
proposes that we consider subjectivities as creative force, which resists
definition by its capacity to act. Therefore, instead of using an ideal, a
model, a solution, this thinking proposes that masculinity, identity, and
revolutionary would no longer be concepts, but subjectivities would be
always what they have yet to become and already other than what they

are.
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Conclusion

herefore, we need to continue opening up language and thinking
that no longer restricts itself within the confines of
commodification. This will not occur through the repetition of
mediated messages or in closed loops of consumption. Rather than
accept the language and possibility we have been given and sold, we
need to experiment with a multiplicity of creative and revolutionary
subjectivities. We should break from the routines of our capture, which

will involve the realization that

A qualitative step forward is necessary if we want
subjectivity to escape the regime of commodification that is
the trait of our historical era, and experiment with virtual
possibilities. We need to become the sorts of subjects who
actively desire to reinvent subjectivity as a set of mutant
values to draw our pleasure from that, not from

perpetuation of familiar regimes (Braidotti 93).

In addition, if we are to move towards embracing the potentialities of
culture as creative force, we need to further interrogate the ways that
capitalism limits and, in turn, feeds off of our imaginative acts of
expression. One need look no further then the after-markets of The Big
Lebowski that continue to generate profits for an example of this
feeding.6 So, turning away from cultural capital towards culture as
creative force will require creativity dedicated to continuously
reimagining subjectivities that experiment with “the natural play of
haecceities, degrees, intensities, events, and accidents that compose
individuations totally different from those of the well-formed subjects
that receive them” (ATP 280). Such reimagining rejects the privileging or
valuing of a particular identity as radical, and, instead, embraces
revolutionary as continuously mutating and reinventing as opposed to
celebrating and returning to a once successful resistance. To avoid
praising and attempting to repeat past forms of success, we must be
diligent in our critiques of the economization of everything because,
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within the parameters of a control society, all sites of resistance will

eventually become commodified.

In relation to gender, future interrogations of the commodification
of masculinity and femininity are necessary to breakdown the limitations
imposed on subjectivities through this double capture. The capacity to
turn the mechanisms of gender and commodification back on themselves
and open up radical potentialities can allow us to collapse both
structures. By recognizing and critiquing the apparatuses of
commodification that are at work in cultural products we are sold, like
films and TV shows, we can uncover the radical lines that are sealed off.
In “The Big Lebowski: Bowling, Gender, Temporality, and Other ‘What-
Have-You’s’,” Sutton and Wogan ask: “with so many references to
previous masculine styles and posturing on display in [The Big
Lebowski], echoing through the filter of past movie and TV references,
how can any claim to masculinity not ring hollow?” (90). Indeed, as the
film demonstrates, all claims to masculinity are hollow. While this
detection may create anxiety that motivates the need to solidify our
identity, and consumerism is at hand to fill this void with an abundance
of products and services that promise meaning and purpose, an
alternative is opened up. Rather than responding negatively to this
hollow, we should embrace its affirmative capacities. If, by critiquing the
commodification of gender in the parameters of a control society, we can
reveal that masculinity and femininity are nothing other than hollow,
then we can discard them like the shells they are. Once shell-less, we will
have the ability to continuously experiment with new modes of
resistance in a constant state of becoming other than what we are as we

take pleasure in the moment of our creative acts.

Notes

1.1 want to stress that this will not be an extensive analysis of the film itself, but I
do believe such a project is necessary. For the paper at hand, the film provides
illustrations that highlight the shift from a discipline society to a control society

and the outcomes of this shift.
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2.1 develop this in greater detail in my current project: Mediated Masculinities:

The Commodification of Masculinity in American Cinema, 1995-2005.

3.1 am referring specifically to Judith Butler's Gender Trouble (1990), Bodies
That Matter (1993), and Undoing Gender (2004) as well as R. W. Connell’s
Gender and Power (1987), Masculinities (1995), Gender (2002), and Confronting
Equality: Gender, Knowledge and Global Change (2011). Moreover, this remains

an ongoing concern in the interdisciplinary field of women’s and gender studies.

4.The authors do make valid arguments within their own context, but, in light of

Deleuze’s concept of the control society, they appear to be misconceived.

5.1 am referring here to recent research in masculinities and film studies by
Barry Keith Grant, Shadows of Doubt: Negotiations of Masculinity in American
Genre Films (2011), and Philippa Gates, Detecting Men: Masculinity and the
Hollywood Detective Film (2006). Both scholars critique the notion of a crisis in
masculinity by revealing, through the analysis of films, that masculinity is always
in an ongoing negotiation or in a state of fluctuation. As a result, masculinity has

no prior period of stability that a crisis could develop in relation to.

6.Jenny M. Jones gives an extensive overview of these after-markets and the
Lebowski culture industry in The Big Lebowski: An Illustrated, Annotated
History of the Greatest Cult Film of All Time (2012).
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Masculine Plural and Singularly Masculine. Oscar Wilde,
Charles Baudelaire and Jules Barbey d’Aurevilly: Three
Dandies Seen Through the Prism of the Masculinity of
the Nineteenth Century

Antoine Defeyt
Université libre de Bruxelles

Abstract:

An inescapable figure of nineteenth-century society, the dandy
still resists any form of normative categorization, and including in
his capacity as a sexual being.

As part of this research, we endeavoured to compare this
assertion with the non-written sources that are portraits through
the media of painting, photography and caricature. This was also
done by examining three iconic figures of dandyism, i.e. Oscar
Wilde, Charles Baudelaire and Jules Barbey d’Aurevilly. To do this,
as a first step, we sought to establish the markers of masculinity
and femininity that prevailed in the nineteenth century. In a
second step, we tried to identify these markers in each of the
images used for this project.

The analysis of different representations of Wilde corroborates
the literature. The Irish author perfectly embodies the androgyny
of the dandy as stated in the literature. As regards Charles
Baudelaire and Jules Barbey d'Aurevilly, the images that caught
our attention failed to highlight the existence of an identity crisis
in terms of gender. On the other hand, we were able to establish,
through scrutiny of these portraits, three different attitudes to

masculinity.

Keywords: Dandyism, Masculinity, Virility, Decadence, Sexual

identity.
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Eril Cogul ve Tekil Olarak Eril. Oscar Wilde, Charles
Baudelaire ve Jules Barbey d’Aurevilly: 19. Yiizyilin
Erkeklik Prizmasindan Yansiyan Ug Ziippe

Antoine Defeyt
Université libre de Bruxelles

Ozet:

19. yiizy1l toplumun kacinilmaz bir figiirii olarak ziippe, cinsel
kapasitesi de dahil olmak {izere normatif kategorilendirmenin her
sekline karsi hala direnmektedir. Bu ¢alismanin bir pargasi olarak,
biz bu savi resim, fotograf ve Kkaritatiir gibi yazili olmayan
kaynaklar iizerinden karsilastirmaya ¢abaladik. Bu ayni zamanda
Oscar Wilde, Charles Baudelaire ve Jules Barbey d’Aurevilly’nin ti¢
ikonik ziippe figiirliniin analiziyle de saglanmis oldu. Bu amagla,
ilk olarak 19. Yiizyillda baskin olan erkeklik ve kadinhgin
belirleyenlerini ortaya c¢ikardik. Ikincil olarak, bu projede
kullanilan her imajda bu belirleyenleri tespit etmeye calistik.
Wilde'in farkh temsillerinin analizinin de literatiirii destekledigini
gordiik. irlandali yazar literatiirde de belirtildigi iizere ziippenin
androjenligini ¢cok giizel somutlastiriyordu. Charles Baudelaire ve
Jules Barbey d'Aurevilly’in kullandig1 dikkatimizi ¢eken imajlarda
ise toplumsal cinsiyet olusumu agisindan yasanan bir kriz 6ne
¢ikmiyordu. Diger yandan, bu portreler iizerinden bir analiz
yapildiginda, erkeklige ii¢ farkli bakisin da ortaya ¢iktigini
saptadik.

Anahtar Kelimeler: Ziippelik, erkeklik, erillik, gerileme, cinsel
kimlik
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he starting point of our research was the discovery of a caricature

of Oscar Wilde, the preponderant figure of end-of-century

dandyism, published in the satirical weekly magazine Punch
(Partridge 113). At first glance, one is struck by an obvious ambivalence
of the character and the assertion of an identity disorder. Having noted
the absence of studies proposing a "reading from a gender perspective"”
of the identity ambivalence that had struck us, which was, at the very
most, touched on during the scandal surrounding his trial for
homosexuality in 1893, a decision was taken to seek to position Oscar
Wilde in relation to the climate of masculinity of the time. Then we
develop a bicephalous research topic by focusing on the masculinity of
the nineteenth century in order to understand how the dandy fitted into
this masculine landscape or, conversely, was marginalised. In terms of
time and space, we can say that without having adopted a strict
chronological timespan, we focused on a period from 1844 to 1900, a
period which corresponds respectively to the publication of Jules Barbey
d'Aurevilly's essay Dandyism and George Brummel, and the death of
Oscar Wilde. As to the geographical setting, it is no surprise that the
characters in whom we are taking an interest are based in Paris and
London. For this reason and because it would be very difficult to compile
a sufficient corpus of sources concerning Belgium, we did not choose to

work on the country.

In this article, we will not develop a reflection on "gender studies”
(Defeyt 10-14). We will just settle for pointing out, based on the analysis
by Ann Oakley, that masculinity and femininity are not 'natural’
substances inherent to the individual, but these are instead psychological
and cultural attributes, the fruit of a social process during which the
individual acquires the characteristics of masculine and/or feminine
(Oakley) .

In order to move towards a vision of dandies through the prism of
masculinity, we conducted an analysis in three successive steps that will
enable Oscar Wilde, Charles Baudelaire and Jules Barbey d'Aurevilly to

be positioned in comparison to a normative environment of masculinity.
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We initially performed a deconstruction of a masculinity taken for
granted by trying to understand what is encompassed by the concept of
masculinity and what are its constituent elements and markers. Our
interest here is in the rule rather than the exception, through
prescriptive frameworks within which we find the largest possible
number of "society of men" as individuals of the male sex.

So the masculine ideal at the end of the 18th century may be
defined by a desire for power, the necessary upholding of one's honour,

and the importance of courage.

In parallel to that, learned naturalists such as Buffon and Burdach
consider Man as dominating creation. The morphological picture that
they draw up emphasises the compactness of the flesh, the firmness and
solidity of the muscles, warmth, abundant hair, a rough-hewn, upright
overall impression. This picture reveals, on the other hand, the lack of
manliness given away by a rounded body, soft, smooth, flabby flesh, lack
of hair and a high-pitched voice (Mosse 12). This has obvious
psychological consequences. Man, like his genital organs, is turned
towards the outside, his vigour predisposes him for physical effort, he
must control his fear and his emotions, take up challenges and display
courage on the battlefield. As for the impotent man, he is cowardly and

incapable of exerting dominance over women (Guillet 83-24).

Beyond the body and its importance, appearances and bodily
attitudes show signs of a manifestly identifiable virility. So, the muscles
which will enable strength to be deployed, the beard and the moustache
which are signs of entering manhood are good indicators. As to the figure
of the tall, slim and well-proportioned, it comes from warlike imagery
and formed a role model for young, bourgeois men from the Restoration
onward (Bertaud 109-129).

It should be borne in mind that in the 19th century, masculinity
was not considered as the masculine gender, but more as a group of
associated characteristics.
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Alongside this stereotype of virility to which the masculine gender
is supposed to conform, we find 'outcast’ figures co-existing, opposites
who can not only not attain an ideal masculinity but moreover, enhance
and reinforce the stereotype to which they cannot aspire. In this way,
Jews, gypsies and homosexuals, pederasts or lesbians all have in
common, in the collective imagination and representations of the 19th
century, that they are the opposite of the virile ideal, while being unable
to escape its influence. They then tried either to imitate the dominant

type, or to define themselves in contrast to it.

Finally, to finish dealing with this sacrosanct notion of virility, we
emphasise the fact that it is not only defined in contrast to femininity and
is therefore not synonymous with masculinity. Therefore, many
individuals display a lack of virility without anyone thinking of
questioning their masculinity, a term that dictionaries almost gloss over,
and which is not part of everyday language. Incidentally, some women
can demonstrate masculinity through their sense of grandeur, honour or

sacrifice for their country.

In the second part of our analysis, we attempted to understand the
crisis of masculinity that appeared at the end of the nineteenth century
in the context of economic and social changes brought about by new
demands of industrialization and democracy. Feminist claims began to
be heard and male anxiety was aroused, both in Europe and the United
States.

The republican ideology and access to education for girls that it
made possible would be one of the elements that would allow the birth
of a women's emancipation movement, against which most men reacted
with hostility. At every level of the social scale, they felt threatened by
this new creature who wanted to be like them and saw this as "the death-
trap", to borrow the words of Jules Barbey d'Aurevilly, leading to the
dissolution of their specificity (Badinter 31).

The emancipated woman, suspected of being a feminist, was "a
man in a woman's body, a virago" one monstrosity that begets another:
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the feminised man, the Decadent par excellence. In 1903 Otto Weininger,

a misogynist if ever there was one, made the following observation:

There are eras when more masculine women and more
feminine men are born. That is precisely what is happening
today .. The vast increase in recent years in both
'dandyism' and homosexuality can only be explained by a

widespread feminization (Weininger 73).

Note that dandyism, homosexuality and feminization of society are, in

the view of the author, all interconnected evils.

This view is interesting to compare with the one expressed
twenty-five years earlier by Barbey d'Aurevilly in Les Bas bleus.

Concerning the dandy,

in the history of humanity, there are periods of real social
hermaphroditism, where man becomes effeminate and
woman mannish, and when these fusions that are against
nature occur, it is always so that order may be disrupted
even further; the female that absorbs the male until there is
no longer either male or female, but instead who knows
what neuter substance, what feed for winners, for the first

people who are prepared to assimilate it! (Barbey 19).

The fact that Barbey emphasizes that it is the female that absorbs the
male demonstrates that it is on the female side that the danger lies. He
describes a passive, victim male whose gender-based characteristics are
absorbed to the point of becoming neuter. This image is reminiscent of
the figure of the invert that haunts the second half of the nineteenth
century, dogged by learned discourse about sexual perversions, the
invention of a binarism of sexual categories or orientations into which
each individual is now expected to fit, and finally the birth of a modern

homosexual world in Paris, London, Berlin or New York (Revenin 23-45).

Concomitantly with Weininger, Karl Kraus denounced the modern
cult of the androgen, in other words, a blur, a confusion and

"y

"intermediate forms"i. The androgen is the artistic sex par excellence.

176



Masculinities Journal

In addition, the concept of bisexuality introduced by Freud forced
men to take account of their irreducible feminine side and feel unease as
a large proportion of the male intelligentsia realized that masculinity is
never permanently achieved.

So the end of the nineteenth century was characterized by the
resurgence of defamatory books for the female sex.

Ultimately, the loosening of the prohibitions that inhibited women
and the new permissions they were granted to move around, to show
themselves at café terraces, to stay at spas without their husbands or
family, to openly read sentimental novels, to take the baccalaureate
examination and then attend university, curbed the privileges of men
and hindered the display of scenes of collective virility. The crisis of
masculinity was at its peak and it was not until the First World War that
men were able to resume their traditional role of warrior to assuage

male anxiety for a while.

In the third and final part of our research, we tried to position the
dandy in relation to a surrounding climate of masculinity, impregnated
with an imperious injunction to be virile, and in relation to the crisis of
masculinity that we just addressed indirectly by considering the
situation of women. The starting point of our analysis can be formulated
as follows: in a world where the female was emerging, certain questions
tormented the collective subjective consciousness; did the male sex still
exist, and subject to what rules? Also, could it be that the end-of-century
dandyism was the mirror of this identity crisis, by putting on one's body
the symbols of a strong but ambiguous sexuality, sometimes showing
manhood, sometimes identifying oneself with women? What can we
perceive about its positioning in relation to the injunction to show
virility that we have described? Can we identify discrete cracks which
pervaded the nineteenth century and would lead to a crisis of
masculinity that would continue in the twentieth century?

Faced with a complex subject to grasp using the conventional
tools of historians, we did not hesitate to use a dose of inventiveness.

That is why we used iconographic sources borrowed from the three
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different media of painting, photography and caricature. This original
approach should be understood in terms of a twofold justification.

On the one hand we witness in the nineteenth century, increased
importance of the visual character of exteriority which is shown off, and
on the other hand, the existence of photographic portraits of Oscar Wilde
and Charles Baudelaire contributed to conveying a certain image of these
dandies among their contemporaries but also an image that has been
handed down to us. Note that having chosen these figures also allows us
to understand their portraits in terms of their textual productions.
Finally, we emphasize that we have seen in these iconographic sources a
potential for exploration previously unexploited from this viewpoint,
and a response to the limited theoretical and conceptual tools that

researchers interested in masculinity can use.

Indeed, while Wilde's lifestyle and the scandals surrounding him
played an important role in the collective imagination that has shaped
the image of the poet and playwright, the epitome of end-of-century
dandyism, with his well-known ambivalence and uneasy identity, his
numerous portraits, some of which were reproduced as postcards,
certainly there were not unconnected with this either. Especially as we
can see in Wilde a kind of self-publicity, he does not hesitate to use
popular culture to make himself a commodity. In the same way as
consumer society shows itself off, the dandy exhibits himself as a work of

art and as a commodity.

As regards the author of The Picture of Dorian Gray, we examined
in detail the analysis of a representative caricature reproduced in the
satirical weekly Punch in 1892. While his character can, in our opinion,
as an illustrious representative of a trend, provide a rich reading of
dandyism, it is in terms of sexual and masculine identities that the

selected drawing provides the most fruitful questioning.

At first glance, we notice the constructed pose of the character and
the artificiality it gives him. This is particularly noticeable in the way of
holding the handi and fingers against his face, in his manner of holding

the fan, crossing his legs, curving his spine while emphasising his hip, all
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of which are traits of femininity. In this way, at the end of 19t century,
the character of the decadent dandy will tend to be confused with that of
the male homosexual. Thus, Wilde became around 1890, the main
referent of homosexuality in England (Tamagne 102). Alan Sinfield also
emphasizes that homosexual representations are then built around
concepts that were brought forward in his famous trial namely: "his
effeminate nature, leisure, laziness, immorality, luxury, insouciance,
decadence, aestheticism" (Sinfield 11). If the figure of the dandy haunts
literature and theatre through authors or their characters, not only in
England but also in France with Baudelaire, Balzac, or Huysmans and
Proust, obviously not all of them are homosexuals. However, some, like
Jack and Algernon in Wilde's The Importance of being Earnesti, maintain
sexual ambiguity by their dislike of social obligations and taste for
pretence. Moreover, before the Queensberry scandal™ broke, some
people have supposed that Wilde assumed the "gender"” of an effeminate
aesthete and was pretending to be a homosexual (Tamagne 102). It was
his trial and its aftermath which contributed to making him a symbol of
vice for the middle classes of Victorian England. However, concomitantly,
some homosexuals constructed their identity by reference to he who had
"the courage of his desires." So pretence was no longer to be understood
as a mask or an artifice, but as a symbol of the homosexual struggle for
recognition of codes that became easily decipherable to those in the
know. In France, the fascination with the figure of the decadent dandy
contributed to a certain morbid experience and a taste for the strange
and the depraved which was typical of the turn-of-the-century. The
choice by decadent artists, to elevate the homosexual dandy, a symbol of
social disorder, to the rank of a sort of hero, was a way of marking their
rejection of a virile identity that is realized by being built around
"materialistic and imperialist values" (106). They showed society "the
distorting mirror of its hidden vices" V.

In the portrait painted by Toulouse-Lautrec in 1895, undoubtedly
one of the most feminizing of those we analysed, we find one of the

manifestations of decadence which favours the dissolution of identity
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boundaries and hybridization of categories, spreading the nostalgia for a
lost primordial unity.

In these portraits, we added a comparison of four photographs of
Napoléon Sarony, selected from a series of twenty-seven photographs
that illustrate the complexity and ambivalence of the character of Oscar

Wilde, imposing, delicate, refined and feminine all at the same time.

Ultimately, it seems particularly interesting to note that, both
through the portrait by Toulouse-Lautrec and through the photographs
by Sarony, we detect, on an aesthetic level, a shift from masculine
towards feminine, part of a broader trend.

Philippe Perrot notices two male ideals: the good masculine
"constitution", rugged and muscular, defined by contrast to the feminine
on the one hand, and beautiful masculine "conformation”, the slender
waist, the lean, graceful limbs, which mimic the female constitution on
the other hand (Perrot 164).

With the aim of expanding our analysis by comparing and
understanding how they position themselves in relation to the figures
previously discussed, we also scrutinised, in a less detailed manner,
some images from the substantial visual output concerning two major
scholars of dandyism: Charles Baudelaire and Jules Barbey d'Aurevilly.

From these various analyses of photographs by Nadar, we note in
particular that Baudelaire displays a far less flamboyant and more
austere dandyism than his British counterpart would do twenty or thirty
years later, according to the portraits. Indeed, several of Nadar’s figures
that we have used share a gloomy character, which emphasises the face
of the subject and does not dwell on the clothes, as Sarony was able to do
for Oscar Wilde. In this case, dandyism seems to be more internalised
than ostentatious. These figures seem to point, via the facial expressions,
to the profound and complex personality of Baudelaire rather than
material considerations. This psychological dimension can also be found
in the portrait of Etienne Carjat, a portrait in which we perceive a great
melancholy. Only his skilfully-knotted tie perhaps evokes the taste for
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ploys which we find in his writing. For the author of Les Fleurs du Mal,
overall behaviour was more important than clothes. Imposing himself to
the point of apparent self-effacement is the ultimate mark of elegance.
Finally, we note that these various portraits are not greatly marked by
"gendered" characters and depict a dandy character in which we do not
recognize the ambivalence of a Wilde a few decades later. With
Baudelaire, we are confronted by a dandyism with more profound ethics,
before the decadence turns it into a suffering and refined dandyism.

As to the two portraits that we selected of Jules Barbey
d'Aurevilly, a painting by Emile Lévy in 1881 and a caricature of 1892,
they reveal at first glance and manifestly some of the markers of virility
that we already identified. So, we notice a rigorously disciplined
moustache, the rigidity of his stance, which gives him an imposing and
authoritarian air, or the wearing of a cape, a masculine attribute of

choice for showing off.

It appears at the end of this analysis, based on an iconographic
approach, that the figure of Wilde, who did not fear, in the words of
William Pollack, of "leaving the straitjacket of traditional masculinity" is,
as we had anticipated, the most promising to scrutinise in terms of the
norms of masculinity. We can also ask ourselves whether, through the
caricature taken from Punch and the photographs by Sarony featuring a
man with visible feminine traits, these images contribute to the
mechanism reinforcement of virility by the invention of fantastical
counter-types that Mosse highlighted in Invention de la virilité moderne.

It appears, as stressed by David Tacium, and as we were able to
notice in these images, that the dandy seems to want to display a
sexuality that is in turn masculine and deliberately feminine. Oscar Wilde
did not fully erase the traces of masculinity to assume those of
femininity, but proceeds to a more aesthetic staging that allows him to
become "a woman in some ways, without ceasing to be a man" (Tacium 8).
This dimension is similar, as we have noted, to a shift in the course of the
nineteenth century from the masculine to the feminine aesthetic ideal. A
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shift that would reach its climax at the end of the century and which

would merge with the decadent aesthetics of the androgynous figure.

In the case of Baudelaire, this questioning was less fruitful. These
portraits contain few markers of masculinity, nor indeed of femininity.
His dandyism is less fashionable and more internalized. He wears "the
black sun of melancholy" as Nerval said in his poem El desdichado and his
discreet elegance is in accordance with the prescriptions of Barbey
d'Aurevilly.

The latter, in his portraits, is the champion of the triumphant
virility of the nineteenth century. He depicts a kind of hyper-virility in
line with the values of the society in which he lives. Thus, his
transgression will not be seen, as it is with Wilde, in displaying a gender
disorder. It seems to be an illustration of the fact that a normative model
of masculinity is, as pointed out by Raewyn Connell, theorist of the
concept of "hegemonic masculinity” to present oneself as unique, to the
detriment of women, but also subordinated masculinities.
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Endnotes

I By "intermediate forms", here we understand homosexuality.

i The placing of the hands has often been a way of confirming femininity
in caricatures of men and dandies.

ii "The Importance of Being Earnest", published in 1895.

v The Marquess of Queensberry, father of Lord Alfred Douglas, Wilde’s

lover, was behind the trial of the famous writer, calling him a “posing

somdomite” [sic].

vIdem.
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hen Ito Kimio writes in the introduction to Danseigaku

nyumon [Introduction to Men’s Studies] that the 1990’s is the

“period of men’s problems” (1), the concept that men are in
crisis finally had reached Japan. The ground shaking changes of the
economic system deprived today's average young Japanese students of
the certainty of a job and life-time employment and thus of the more or
less stable living conditions of the preceding generations. After the war
the salariman - a white collar employee whom Dasgupta calls “the
‘everyman’ of Japan” (118) - became the role model for the average
young Japanese man. With this role model hardly being appropriate

anymore, ideas of what a man should be like diversified.

In this book, editors Brigitte Steger and Angelika Koch compiled
essays of four young scholars of Cambridge University, who address
issues of gender constructions in contemporary Japan that until now
have hardly met with scholarly interest. Their analyses widely range in
topic from the popular culture of manga to the discourse on the new
masculinity of the so-called “herbivorous men*“. By doing so, they provide
a collection of groundbreaking work that is not only meant to be an
introduction to gender questions but also provides a basis for further
research. The editors show the relevance of gender analysis with regards
to the dynamics of contemporary Japanese society and thus make a
valuable contribution to the discussion of problems, which are relevant

for developments of contemporary Japan.
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Hattie Jones analyzes the depiction of female characters in boys’
anime and manga. Boys’ manga, she argues, used to be analyzed within
discourses on pornography, salarimen and science fiction. She seeks to
determine whether the depictions of women in recent boys’ manga are
more varied than previously assumed. Jones presents the analyses of the
four popular works To Love-ru, The Melancholy of Haruhi Suzumiya,
Demon Detective Neuro Nogami and Gintama. Her analysis is centered on
the always implicit axis of masculinity in contrast to femininity. This
approach is useful and necessary, as gender is a concept which is “[...]
inherently relational. ‘Masculinity’ does not exist except in contrast with
‘femininity’. A culture which does not treat women and men as bearers of
polarized character types, at least in principle, does not have a concept of
masculinity [...]” (Connell 68) or femininity. Hattie Jones shows in her
fascinating analysis that discourses on constructing femininity and thus
gender in general are not as simplistic as they once were. She suggests
that this is the sign of changing overall perceptions of gender and thus a
further step towards gender equality. However, this can only be an
assumption. Further elaboration, especially on other aspects of
producing cultural artifacts, is needed in order to evaluate if changing
depictions of femininity in manga and anime really are an indication of a

development towards a more gender equal society.

Zoya Street approaches gender discourses in Japanese society
from the perspective of moral education in Japanese textbooks, paying
special attention to constructions of father figures. Her endeavor to carve
out the position and role of the father figure in morality textbooks is a
very intriguing one, given the increasing absence of the father in postwar
Japanese family life. Street’s analysis shows to what extent gender is
incorporated into aspects of everyday life, education and social
discourses. When she points out that the fundamental characteristics of
father figures in textbooks are silence and absence from home, she
proves that moral education is drawing on hegemonic gender discourses
and by doing so it reproduces them. Unmasking the relationship
between gender, social development and school curriculums could be -
even though not directly stated by the author - a great contribution to
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the understanding of contemporary dynamics in Japanese society and
politics. Unfortunately, Street does not further elaborate on these issues.
However, her work may serve as a starting point for questioning the
gender roles conveyed by moral education.

One of the buzzwords appearing in Japan since 2006 has been
soshoku(kei)-danshi, the “herbivorous man”. The expression became one
of the key terms of public discourse when referring to changes of
masculinity primarily with regards to the younger generation. Chris
Deacon analyzes the discourses on séshoku(kei)-danshi and interprets
them by taking into consideration theories of masculinity and gender
performance, trying to understand the position of these young men
within Japanese society. Deacon conducted an interview study with 35
university students and also draws on the results of Morioka Masahiro,
focusing on three main areas: “[...] working habits, shopping/fashion,
and relationships.” (136). He shows that in Japan gender is not so
important a category during childhood. However, it becomes very
important when entering adult life. Referring to Butler’s theory of
gender performance, Deacon seeks to find out how the shift from the
non-gendered boy to the gendered adult male occurs. He argues that
Japanese society has institutions whose function is to prepare young
males to become full members of society. Negotiating Japanese
masculinity has long been and still often is characterized by an
androcentric world view and thus by the perspective of an “ought to be”
working male. When Deacon interprets the meaning of soshoku(kei)-
danshi in the context of Japanese society, however, he convincingly
evokes two other aspects that contribute to the formation of masculinity
- fashion and relationships. He argues that by stepping out of the
conventions of the “normal Japanese male” in terms of employment,
beautification and relationships, soshoku(kei)-danshi subvert Japanese
society and by doing so partially loosen its chains.

Deacon’s endeavor is a daring one. He analyzes a phenomenon
that is probably the newest and least explored of those addressed in this
book. Thus, his article cannot be more than a first encounter with this
subject matter. That, of course, has its downsides as it does not leave any
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space to investigate several topics in depth. Yet, Deacon’s results are
very intriguing and provide a good overview of the existing discourses
on soshoku(kei)-danshi. He furthermore presents some first ideas on how
to approach and discuss this phenomenon.

Nicola McDermott analyzes how transgender identities in Japan
are negotiated. Drawing heavily on the work of Mark McLelland she calls
into attention indigenous Japanese transgender discourses that differ
from the discourse of transsexualism in the West, introduced to Japan in
the 1990’s. However, McDermott sees this discourse as very problematic.
Japan adopted the guidelines for diagnosing GID (gender identity
disorder) entirely from the USA, which means that “[...] Japanese media
and society have appropriated the hegemonic model of transsexualism,
and some in the transgender community have internalized this model,
marginalizing Japan’s indigenous transgender identities.” (193). The
guidelines for GID, she argues, further reinforce conservative views of
gender identity. She elaborates on the problems caused by the
discourses used to negotiate the topic of transgender in Japan, giving
examples such as the Japanese family register koseki.

McDermott provides in her article a very insightful analysis on
how gender is constructed discursively. She investigates how certain
discourses were introduced to Japan from the West and how these
discourses changed the means by which gender identities are
constructed and the ways in which they are perceived. She pointedly
shows how these foreign hegemonic discourses cause problems for
indigenous Japanese transgender identities which do not fit the Western
mold. McDermott convincingly argues in her conclusion that her findings
do not necessarily only hold true for Japanese transgender identities but
also for those in various other countries. By doing so, she provides us
both an intriguing evaluation on how hegemonic gender discourses
create and recreate social reality, and an insight into the extent to which
the “glasses of binary gender-relations” still dominate the way the
majority of people understand the world.
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All contributors to this book provided insightful and fascinating
analyses regarding problems of gender constructions in contemporary
Japan. They did so by investigating topics that as of yet have been largely
ignored by most researchers. Of course, sometimes the reader feels that
the in-depth analysis should start just when a chapter ends, or that some
theories and works of other scholars could have been discussed more
critically. However, given the fact that the contributors just graduated,
their efforts and results deserve praise and respect. Maybe it is its
“flaws” that at the same time are the “strengths” of this book. It is easy to
read and very comprehensible and thus serves well as an introduction to

topics whose academic exploration is just beginning.

Ronald Saladin (M.A.)

Department of Japanese Studies,

University of Trier, Germany.
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Erkekligin Masal Bicimi

“Aglr Erkeklik: Erkekligin Agirlig1” Atdlyesi 26 Nisan 2014 tarihinde
Ankara Universitesi Egitim Bilimleri Fakiiltesi Drama Salonunda
yapildl.. Elestirel Erkeklik Incelemeleri Inisiyatifinin diizenledigi

atolyeye, ayn1 zamanda atolyenin destekleyicisi olan, KASAUM Miidiirii

Prof. Dr. Serpil SANCAR, atdlyenin 6zel davetlisi sinemada erkeklik

calismalariyla tanidigimiz Prof. Dr. Nejat ULUSAY, 1. Toplumsal Cinsiyet

Calismalar1 Ogrenci Kongresine! gelen Tiirkiye’nin bircok iiniversitesinin

yliksek lisans ve doktora programlarindaki 6grencileri ve sosyal bilimler

alaninda ¢alisan bir ¢cok akademisyenin katilimlariyla gercgeklestirildi.

Yrd. Dog. Dr. Murat GOC’iin kiiciik bir acilis konusmasi ile baslayan
atolyede, Goc, Ulus Devlet projesinde yeni Tiirkiye'nin yeni bagkenti olan
Ankara ile Izmirin, kentsel yasam pratiklerinin karsilastirmasini
arkadaslari ile kendi aralarinda yapmaya baslayarak ve bunun akabinde
nasil “elestirel erkeklik incelemeleri insiyatifini” olusturduklarini anlattu.
Bilindigi gibi Ulus Devlet projesinde Yeni Tiirkiye'nin yeni baskenti 1928
yilinda Hermann? Jansen tarafindan “bahge sehir” kavramina gore insa
etmisti. Aykut Kansu’'nun3 da iddias1 ile bu insa siireci muhafazakar
versiyonu dnermekteydi. Konusmasinda Go¢'liin de isaret ettigi gibi Ulus
Devlet projesini ayn1 anda eklemlendirerek farkli diisiinmenin “elestirel
erkeklik incelemeleri insiyatifini” daha yerinde goriilebilecegini soyledi.
Keza bu insiyatifin elestirel diistinmeye katkisinin fazla olacagi kanisinda
olup aym1 zamanda feminist politikaya da katki saglayacagi

diistincesindeyim.

1 Ankara Universitesi, Kadin Calismalar1 ABD- 1. Toplumsal Cinsiyet Calismalari
Ogrenci Kongresi, Nisan 2014

2 Alman kokenli mimar ve sehir plancisi.

3 Aykut Kansu, “Reaksiyoner Modernist Bir Bagskent Tahayyiili: Jansen’in

Y

Ankara’s1” Tarih Vakfi Ankara Tartismalari, Mayis 2014 de sunulmustur.
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iki oturumda gerceklestirilen atélyede Go¢’ten sonra ilk sézii Selin
Akyiiz aldi. Akyliz, giiclii devlet gelenegi, militarist gelenek, batililasma-
modernlesme/  geleneksellesme-islam  antagonizmalar1 ve lider
oligarsisini feminist siyaset bilimci bakis acisiyla, bir alan olarak
siyasetin nasil cinsiyetlendirildigini “Er Meydani: Tiirkiye’de Siyasi
Erkeklik Halleri” calismasini tartismaya acarak gerceklestirdi.

Devlet Baba Tezahiiriu

Akyiiz i¢ boliimde inceledigi Tiirk Siyasi Kultiiriinii gii¢lii devlet gelenegi
olarak nitelendirdigini ancak bu nitelendirmenin ta kendisinin koklii
erkek egemenligi oldugunu verdigi ornekler esliginde sundu. Akyliz
Osmanlidan baslayarak erkek egemenliginin nasil devam ettigini ve ulus
devletin kurulusunda modernlesme projeleri ¢er¢cevesinde her ne kadar
kadin goriinse de bunun modernist erkek elitler tarafindan
resmedildigini ve dahasi bigimlendirildigini ifade etti. Akytliz yeni erkek
ve yeni kadinin, modernlesme projeleri kapsaminda toplum
miithendisligi ile tasarlandigini iddia ederek, erkegin ailesinin reisi ayni
zamanda devletin de reisi oldugunu, yani devletin kurucularinin da bu
erkek elitlerin oldugunu ve bunu siklikla hatirlatmaktan, yeniden insa
etmekten geri durmadiklarini da belirtti. Bu halin ise “Devlet Baba”
tezahiirinde ve yeri geldiginde sert, yeri geldiginde sefkatli bir
toplumsal hafiza yarattigindan ayni zamanda giinlimiize de
tasindigindan bahsederek siyasetin ve devletin cinsiyetini gozler 6niine

serdi.

Eril Ogeler: Militarizm

Akyiiz, Tiirk Siyasi kiiltiiriiniin diger bir esasinin ise militarist gelenek
oldugunu, Tirkiye'nin kuruldugu yillara dayan bu militarist gelenegin,
tabii Osmanlidan alinan kalintilar iizerine insa edildigini de sdyledi.
Cumhuriyetin kuruldugu yillarda ise bu militarist gelenegin daha
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yerlesik bir hal aldigindan bahsetti. Bu yerlesiklik “Her Tiirk Asker
Dogar”’a kadar uzanarak, hem erkek olmanin hem de erkelik simmavinin
bir gostergesi haline geldigini ifade etti. Bu yeni erkeklik sinavinda sinavi
gecenlerin; evlenmek i¢in, is bulabilmek i¢in ve dahasi hayata devam
edebilmek icin toplumsal olciilerde yeterlilik almis olduklarindan
bahsetti. Ayni zamanda erkeklik sinavini basariyla gecen Tiirk Erkegi de
bu smnav icinde smnirlar1 ¢izilen bir zeminde mesrulugunu alip
giiclenmeye basliyordu. Normatif olarak sunulan tim erkeklik
sifatlariin; giiclii, cesaretli, vatanimi1 seven, kadinini koruyan, topragini
koruyan, erkek baskin kiltiiriin kéklesmis eril 6gelerinden biri haline

doéntsiyordu.

Geleneksellesme: Batililasma-Modernlesme ve islam
Antagonizmalari

Akyiliz igiinci Tirk Siyasi Kiiltiirel esasmin ise; batilalasma-
modernlesme ve geleneksel-islam antagonizmalari oldugunu séyledi.
Batilasma-Modernlesme ikilifinde Tanzimat'tan baslayan Erken
Cumhuriyet déoneminde hiz kazanan bugiin ise Avrupa Birligi'ne iyelik
0zelinde hala anlamli olan batiilasma, Tiirk siyasi hayatinin
belirleyenlerindendir. Akyiiz Batililasma ile modernlesmenin yanlis
okunarak birbirlerinin yerinde kullanildigi, daima kendini yenileyerek
tekrar ettigini ve bu durumun sorunlugu oldugunu ve baska bir tartisma
konusu yarattigini séyledi. Yine yanlis kullanim kapsaminda geleneksel
olanin muhafazakarlik ve Islam gelenegiyle es anlamli ve birbirleri
yerine kullanildig1 gibi sekiiler, Batili, Kemalist de birbirleri yerine
kullanilmakta oldugunu, bu kavram karmasasinin boyutlarinin
serzenisinde bulunur. Bu serzenisin o6rneklerini ise giiniimiiz siyasi

aktorlerinin hallerini tartismaya agarak yaptu.

Akyiiz “Siyasetin Erkeklik Hallerinden” bahsederek bu durumun
tarihsel incelemesinde ne kadar yer kapladigini, yer yer bu kapsayisin
nasil normatiflestigini, normal olanin bu oldugunu sanmamiza ve bu
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hakim kiltiirii nasil feminist siyaset politikasi ile okunabilecegini ve
alternatif bir queer kavrayisin olabilecegini bu ¢alismasi ile bizlere isaret
etti. Akyiz sunusunu ikinci boéliimde Beril Tiirkoglu'na* birakarak
tamamladi.

Beyhan YENI
Ankara Universitesi
Kadin Sorunlari1 Arastirma ve Uygulama Merkezi Sefi

Kadin Calismalar1 ABD Yiiksek Lisans Ogrencisi.

4 Beril Tiirkoglu, "Fay Hattinda Erkeklikler: Galisma Ve Issizlik Ekseninde
Erkeklige Bakis," sunusu, Nisan 2014
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Kirilgan Erkeklikler

adin Cinayetlerini Durduracagiz Platformu, 2013 yilinda 229,
2014 yilinin Temmuz ay1 itibariyle de 149 kadinin erkekler
tarafindan o6ldirildiigiini bildiriyor.! Yani sira, her 3 kadindan
birinin erkek siddetinin herhangi bir tirini gordigi belgelenmis
durumda.? Kadina yo6nelik siddetin bu kadar normallestigi bir zamanda
ve yerde, kirillgan erkeklikler diye s6ze baslamak ilk bakista biraz garip
gorunebilir. Ancak, tabi buradaki kirilganlik, erkekligin insa siirecindeki
fay hatlarina deginiyorsa, bu aslinda ataerkinin ve onun bir yiizlii olan

kadina yonelik siddet agisindan da farkl bir mecra agar.

Bir¢ok feminist arastirma kadinlarin magduriyetine odaklanir ve
toplumsal cinsiyet rejimini eril bir diizenleme olarak tanimlarken,
giderek artan sayida feminist arastirmaci da kadinlarin magduriyetine,
ataerkinin bir yiizii olarak ele alir.3 Ornegin, kadina yénelik siddet ve eril
siddet meselesinde gordiigiimiiz gibi, erkekler siddete bir agidan tesvik
edilirler ancak bu siddet sadece kadinlara yonelik degildir, ‘erk sahibi’
erkek olarak kabul edilmeyenlere de yonelir. Bu bakimdan, feministlerin
ataerki ile her tiirlii miicadelesinde erkeklik ¢alismalari olmazsa olmaz
bir yer tutar zira, erkeklik calismalari eril tahakkiimiin olusturuldugu,
kimi zaman miizakere edildigi, ve kurumsallastirildig1 alanlar1 gozler

oniine serer.

Bu yazida degerlendirmesini yapmaya c¢alisacagim ve Elestirel
Erkeklikler inceleme Insiyatifi tarafindan Ankara Universitesi Kadin
Sorunlart Arastirma ve Uygulama Merkezi Merkezi (KASAUM) ile
isbirliginde diizenlenen, “Agir Erkeklik: Erkekligin Agirlig1” isimli
atélyenin “Fay Hattinda Erkeklikler: Calisma ve Issizlik Ekseninde

1 Cinayete kurban giden kadinlarin isimlerinin de bulundugu, sanal anit i¢in
bakiniz: http://www.anitsayac.com/?year=2013

2 Tirkiye’de Kadina Yonelik Siddete dair boyle bir ¢alisma icin bakiniz: Altinay
and Arat.

3Kadina ydnelik siddet konusunda erkek ve eril arasindaki baglanti ve ayrimlar
icin bakiniz: Acar-Savran (47) .
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Erkeklige Bakis” baslikl ikinci oturumuna giderken, erkeklik iizerine bir
diyalogun gelismesinden degil belki ama bi¢ciminden kaygi
duymaktaydim. Mesela, bdyle olasi bir diyalogda, kadinlarin erkekleri
‘bilinclendirme’ pozisyonunu esitligi zedeleyici goriiyordum, zira bu
adeta ezilenin ezeni egitmesine benziyordu. Ezilenin ezeni egitmesi
sorunu, Audre Lorde’un da altini ¢izdigi lizere, ezenin gii¢lii pozisyonunu
‘bilin¢lendirilen’ olarak perginler ve dolayisiyla, ezenin sorumluluk
almasini ‘anlamsiz’ hale getirir (Lorde 281). Halbuki, ataerkiye karsi her
tirli miicadele hayat boyu devam eden ve bir bicimiyle kolayca
halledilebilen bir bilinglendirme sorunu degildir. Her tiirli siddet
dongiisii, sarmal halinde hayatin glindelikliginden, kurumlarina kadar
topyekun bir alani kapsar ve miicadele edenlerin, ¢ozemeyecek olsa dahi
sorumluluk almasini gerektirir. Ustelik bahsettigim ezilenin ezeni egitme
durumu kadin hareketini ve erkeklikle ilgili elestiri getiren diger
hareketleri de gligsiizlestiren bir pozisyondur da. Atdlye oncesi bu tiir
sorular ¢eviriyordum aklimda; ancak kaygilarim bir yana, benim i¢in bu
atolyenin 6nemli sorular1 sunlardi: erkekligin nasil bir kirilganlhigi var?
Bu kirilganlik, daha 6nce bahsettigim toplumsal cinsiyet rejimi ve
magduriyetler kiskacinda nereye denk gelir? ve bu minvalde, farklh
hareketler arasinda ortak zeminlerin nerelerde kurulabilir? Tabi bu
sorularin cevab1 kuskusuz bir degil bircok olasi diyalogu icinde

barindiriyor.

Atolyenin merkezindeki sunus, 21 erkek katilimci ile yapilan
derinlemesine goriismeler etrafinda orgitlenen ve Beril Tiirkoglu
tarafindan yapilmis bir arastirmaya dayaniyor.* Mekansal olarak
Cankaya-Ankara’da ikamet eden erkeklere ulasilabilmis. Belki sayisal
anlamda yeterli olmayan bir kiime olmakla beraber, icerik ve analiz
acisindan oldukea 6gretici ve paylasimci bir sunus oldu bence ve ileriki

arastirmalara da 6nemli bir veri kaynagi sunuyor.

4Arastirmanin yayilanmis makalesi i¢in bakinmiz Tiirkoglu.
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Beril Tiirkoglu, sunusuna hegemonik erkeklik icerisinde fay hath
bir cografya yaratan kirilgan erkekligin ve¢helerini anlatmakla basladi ve
bir iste ¢alismanin veya is sahibi olmanin 6zellikle de “aile reisligi”
mefhumu tizerinden o6rgiitlenerek kuruldugunun altini ¢izdi. Burada aile
reisligi derken, hem ekonomik hem de toplumsal diger 6gelerin erkek
elinde toplanmasini kastediyorum. Diger onemli nokta, erkekligin
mutlaka baska kisilerin sahitligiyle var olabilmesine yapilan vurgu.
Dolayisiyla, diger erkeklerin ve kadinlarin da onay1 ataerkil tahakkiimiin
kurulmasinda basat. Son olarak da, erkeklik kadinlikta da oldugu gibi
sergilenir (performatiftir). Zaten bu sergilenis ayni zamanda onay1 da
icerir ve hedefler. iste bu baglamda, issizligin erkekligi kaybetme olarak
kurgulanmasi erkekligin sergilenis bicimlerinden birini olusturur.

Yukaridaki minvalde sunus t{i¢ boliimden olustu. “Kazanilan
erkeklik” isimli ilk boliim, erkeklerin erkekliklerini nasil kazandiklarina
yonelik fikirlerini bir araya getirdi. Diger boliimlerde oldugu gibi, bu
kisimda da arastirma dahilindeki katilimcilarin sorulara yanitlarindan
alintilar, atoélye katilimcilar1 ile paylasildi. Yontemsel acgidan da
erkeklerin erkekliklerini nasil kazandiklarini izlemek zaman zaman
trajikomik zaman zaman da insani hayretlere diistriicii bir deneyim.
Mesela, erkegin illa ki hesap 6dedigini ancak buna ragmen, ciizdanin
yularinin kadinda oldugunu iddia eden bir alint1 salondakileri olduk¢a
giildiirdii. Ashinda, alintilarla ilerlemek piir-i pak birtakim erkeklik
tanimlarini da diistindliirme olanagi sunuyor. Bununla birlikte, erkekligin
de diger iktidar ideolojilerinde oldugu gibi orantisiz ¢atlaklar ve

celiskilerle dolu oldugunu go6zler 6niine sermis oluyor.

Ik béliimdeki alintilarda erkekligin daha ¢ok fiziksel ve manevi
glc ile tanimlandigini gordiik. Gii¢lii olmak, baska erkeklerden dayak
yememek veya onlar tarafindan ezilmemek anlamina da geliyor. Bununla
birlikte, erkegin giicii kendinden diisiik konumda gordiiklerine (mesela
kadinlara) yardim etmesi veya kadinlara karsi giiclii bir pozisyonda
(mesela, ekonomik giice sahip olmak veya bu giicii elinde bulundurmak)
durmaya devam etmesiyle de yeniden insa oluyor. Dolayisiyla, erkekligin

var olmaya devam etmesi veya yeniden yeniden kazanilmasi (mesela,
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siinnet, evlilik, askerlik, ev gecindirme..vb.) belli sartlarin devaml
iiretilmesine de bagh ki; bahsedilen sartlar, ayn1 zamanda erkek olmay1

degerli hale getiriyor.

Isminden de anlasilabilecegi gibi, kazanilan erkeklik farkl
manalarda kaybedilebiliyor da. O zaman hangi erkeklik vecheleri 6ne
cikiyor ki, bunlar kaybolursa, erkeklik de yitirilmis veya yara almis
addediliyor? ikinci béliimde, Beril Tiirkoglu arastirmaya katilan erkekler
acisindan  erkekligin  ‘giiciiniin’, sorumluluk ve ¢alismak ile
bagdastirildigini anlatti. Bu kisimda sunulan alintilarin, evli ve bekar
erkekler analitik ayrimi yoluyla aktarilmasi da énemli. Boylece, evliligin
erkekligin insasi siirecindeki 6nemli yerinin de alt1 ¢izilmis oldu. Mesela,
evli erkekler acisindan sorumluluk, ailenin sorumlulugunu tasiyabilmeyi,
6zel hayati ‘koruyabilmeyi’ ve dolayisiyla eve bakmak ve/veya eve
ekmek getirmek gibi temalarda anlam kazanirken; bekar erkekler
acisindan kiz arkadasla iliskinin sorumlulugu ile birlikte gelecekteki aile
sorumluluguna hazirlanmak ki; zaten, alintilarin hepsi heteroseksiiel

erkeklere ait gibi gérintiyordu gibi anlatilarla kendini kurguluyordu.

Yukaridaki ¢ikarsamalardan da hareketle, Beril Tiirkoglu,
erkeklik ve giic iliskisi ¢ercevesinde fiziksel giicten ziyade ekonomik
giiciin erkekligin tamamlayici unsuru oldugu saptamasi ile sunumuna
devam etti. Dolayisiyla, ¢alismak kendine giivenin bir teminati olarak
erkekler arasi1 rekabetin ve iktidarin da gergeklestiricisi ve gdstereni.
“Baba parasi yememek”, “evi gecindirebilmek” ki; bu tam zamanl bir iste
calisma manasina geliyor ve sonucta, “kadinin parasini yememek”
tabirleriyle izledigimiz erkegin calisarak ‘kazandigl’ giig, issizlikle
karsilastiginda kirilgan ve hatta yenilmis olmakla bir tutuluyor. Aslinda
tarihsel agidan bunun bir vehgesini Nukhet Sirman (234-44), ge¢c osmanl
ve erken cumhuriyet dénemi romanlarinda gézlemliyor. Biiyiik evdeki
babasina isyan edip, ardindan baska bir eve ‘kapilanmak’ seklinde zuhur
etmis bu durum, simdiki zamanda babay1 yenmenin bir araci olarak

calismak seklini almis gibi goriiniiyor.
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Calismanin erkeklik agisindan bu gii¢lii konumlandirilisy, issizligi
“erkeklik gururunu” incitici ve “esten bagimsizig1 zedeleyici” bir tehdit
olarak algillamay1 getiriyor. “Etraf ne der?” baskis1 da beraberinde
izledigimiz anlatilardan. Bana kalirsa sunusun yine en ¢arpicl
noktalarindan bir tanesi de issizligin bekar erkekler arasinda (mesru) bir
intihar sebebi olarak gosteriliyor olusu. Sunumun hemen bitimindeki,
bekar ve geng¢ bir erkege ait bu anlati, issizligin inciticiliginin ayni
zamanda kendine yo6nelen bir siddet veya baska arastirmalarin da
gosterdigi gibi kadinlara yonelen bir siddet olarak ortaya ¢ikabilecegini
gosteriyor.> Bu acidan eril siddet sarmalinin, erkeklerin kendisinden
diisiklerden kendindeki dusiiklere yonelttigi siddet yoluyla
tamamlandigini da soyleyebiliriz.

Atolyenin katillmcilarinin  biiyik bir kismi1 kadinlardan ve
konusulanlardan cikardigim kadariyla da bir bicimde feminist veya
LGBTTIQ aktivizmi yapan kadinlardan olusuyordu. Katilimcilarin
niteliginden kaynakli olsa gerek, atdlye sonrasi konustuklarimiz feminist
kadinlarin veya kadinlarin erkekler tarafindan nasil algilandiklar:
iizerineydi. Mesela, katilimcilardan biri, feminist kadinlarin erkek
ortamlarinda kadin degil de erkek olarak algilanislarindan dem vurdu.
Bagka bir katiimci, modernlesme ve c¢alisma pratikleri icerisinde
toplumsal cinsiyetin 6nemli yerine isaret etti. Sonucta, erkekligin tezahiir
etme bicimlerine dair bir arastirmanin, feminist politika ve argimanlar
acisindan da zihin agic1 olabilecegini gdstermis oldu. Bu minvalde,
mesela sorulabilecek sorulardan bir tanesi ise soyle formiile edilebilir:
madem, is hegemonik erkekligin en 6nemli unsurlarindan bir tanesi; bu
durum, emek ve emek piyasalarinin erilligi ve kadinlarin bu piyasalara
erisimi hususunda ne der? Bu soruyla birlikte, son olarak atélyenin
aklimda uyandirdig1 baska bir mesele de karma orgiitlenmelerin veya

analiz etme bicimlerinin olanaklari oldu.

Tiirkiye’de karma orgiitlenme pratikleri yok degil. Takip
edebildigim kadariyla da bu pratiklerin énciilerinden bir tanesi izmir

5 Ozellikle bakimz Altinay and Arat (72-77).
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Savas Karsitlar1 Dernegi.6 Erkekligin olmazsa olmaz ve ge¢ilmesi gereken
asamalarindan biri olan askerlik (yoksa kiz da is de verilmiyor) lizerine
izmir'de yapilan karma toplantilar erkeklik calismalari acisindan da
o6nem arz ediyor. Bu minvalde, sadece askerlik degil baska alanlarda da
bir tiirli ulasilamayan hegemonik erkekligin analizi icerisinde toplumsal
cinsiyet ve heternormativite elestirilerini getiren tiim hareketleri
giiclendirebilecek ogeler iceriyor. Bu yiizden, Izmir savas karsitlari
orneginde de deginmeye calistigim gibi, bir cesit bagliliklar? veya
ittifaklar politikasinin olanaklarini arastirmak gerekli. iste bu acidan,
Beril Tirkoglunun sunusunun da bir parcasi olan atdlye oldukga

verimliydi.
Eda ACARA
Queen’s Universitesi
Cografya ve Planlama Béliimii Doktora Ogrencisi
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Guidelines

Masculinities is an online biannual journal of interdisciplinary and
critical studies of gender and masculinity. It aims to enable researchers
and scholar to discussissues in an independent and inspiring forum
related to the representations of gender, particularly masculinity,
formations of gendered identities, cultural, social, and aesthetic
reflections of masculinity in culture and literature.

Masculinities primarily offers interdisciplinary and pioneering
research in the field of gender and masculinity, necessarily outreaching
into arts, literature, history, sociology, philosophy, communications,
linguistics, and medicine. The editor(s) welcome scholarly and critical
contributions, including articles, book and film reviews, reviews of the
published articles as well as Announcements of forthcoming events,
conference reports, and information on other matters of interest to
gender studies and/or masculinity studies. The submissions are
accepted after a double blind peer review process of evaluation and main
criteria of admission are originality, theoretical and methodological
sophistication, scholarly significance, and clarity. The editors reserve the
right to accept or reject submissions for publication. Any changes to the
text submitted will be clarified with the author before publication.

The submission of articles accepted for publication indicates a
clear understanding of thefollowing rules.

1. The opinions expressed in Masculinities by the editors and
contributors are their own responsibility.

2. The language of the journal is English and Turkish and Access to the
published articles is free of charge.

3. The contributor grants Masculinities exclusive rights to publish
his/her contribution in electronic form (as freely downloadable PDF file
from the website). The contribution is understood to include all material
submitted for publication and all supplementary material accompanying
the contribution.
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4. The author may share copies of the manuscript with colleagues in
personal compilations or other publications of his/her own work for
educational or researchpurposes.

5. Any request to reproduce the original material first published in
Masculinities will be forwarded to theoriginal author and Masculinities
will raise no objection as long as the author agrees to reproduction and
the original publication is properly acknowledged.

6. With each submission, the author assures that the text is an original
work and has not been published or not being considered for publication
elsewhere. It must be carefully noted that in the case of a multi-authored
contribution, the person who submits the paper is authorized to answer
on behalf of alltheco-authors.

7. Manuscripts should be in accordance with the parenthetical format in
the current MLA Style Manual.

8. Manuscripts should not exceed 7,000 words. You are kindly advised to
provide a short bionote, an an abstract of 150-200 words, keywords and
a postal address for further contact on a separate sheet of paper.

9. The authors will be informed about the decision of reviewers within
60 days at the latest. The texts will be published in the closest issue once
approved for publication.

10. You can also submitreviews of books, articles, conferences and
academic meetings, films, performances, MA thesis and dissertations to
be published in the journal. Reviews of any kind must generally conform
to the guidelines above mentioned. They must include such information
in the heading like author, title, place of publication/organization,
publisher/organizers, date of publication/organization. number of
pages, length, language, price, etc. wherepossible. The review itself is
expected to provide accurate information about the content of the
publication/event as well as a very brief introduction of the authors/
organizers. The review should also emphasize the significance and the
impact of the work/event in its field besides sometimes a critical
assessment of its weaknesses and potential failures in addressing certain
topics. The finished paper should be limited with 1200-1500 words at
most.
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11. You must submit your papers and reviews to both
masculinitiesjournal@gmail.com. You will get a confirmation mail in

return once the editors have received your e-mails.

STYLESHEET

All submissions to be considered for publication should be sent by
email to the editors as a .doc file and a pdf version. Please make sure that
« Your text includes a title page on which the title of article, name and
affiliation of the author(s), and contact information are provided. Page
numbers should start on the first page of the text consecutively in the
heading outer corner. In line with the policy of blind submission, the
author’s name and institution should appear only on the title page to
ensure strict anonymity for both authors and referees.
*The paragraphs should be properly indented (1,5 cm)
*Notes and explanations must be inserted as end notes (if any).
*The text must be justified, except titles and headings which should be
ranged left.
eWord-breaks should be certainly avoided.
eThe text should be double-spaced including end notes and references.
eAny images or graphs should be supplied as separate .jpg files.
eThe recommended font is Times New Roman (11 pt; end notes 9 pt).
eFor quotations longer than 2-3 lines, you should leave an empty line
before and after the quotation and increase the left magrin by 1 cm.
eHighlighted words or words in languages other than English should be
written in italics.
« For in-text referencing and bibliography, all essays should conform to
the current MLA Style Manual. For further information, please visit
http://www.mla.org.
ePleasea void using abbreviations unless very necessary, except
conventionally used ‘etc.’, ‘i.e.’, ‘e.g.’. ‘et al”.

Please do not hesitate to contact the editors should you have any

further queries via provided contact information
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Yayin ve Yazim Kurallari

Masculinities toplumsal cinsiyet ve erkeklik calismalarina elestirel
bir yaklasimi benimseyen ve yilda iki kez yayinlanan disiplinler arasi bir
akademik dergidir. Arastirmacilar1 ve akademisyenleri, toplumsal
cinsiyet, ve ozellikle de erkeklik temsilleri, toplumsal cinsiyet
kimliklerinin olusumu, erkekligin kiiltiir ve edebiyatta kiltiirel, sosyal ve
estetik yansimalarina iliskin bagimsiz ve ilham verici tartismalari
yuritecekleri bir platform sunmay1 amag¢lamaktadir.

Erkeklikler, 6ncelikle toplumsal cinsiyet ve erkeklik alaninda ama
ayn1 zamanda kac¢inilmaz olarak sanat, edebiyat, tarih, sosyoloji, felsefe,
iletisim ve dilbilim alanlarin1 da kapsayacak disiplinler arasi ve oncii
calismalara yer vermeyi hedeflemektedir. Dergi editorleri, her tiirden
bilimsel ve elestirel katilimi, makaleleri, kitap ve film incelemelerini,
yayinlanmis makale incelemelerini, gerceklestirilecek etkinlik
duyurularini, konferans raporlarini, ve toplumsal cinsiyet ¢alismalari
ve/veya erkeklik calismalarina herhangi bir ¢alismay1 dergide géormeyi
arzu etmektedirler. GoOnderilen metinler, ikili kor hakemlik
degerlendirmesinden sonra yaymlanirlar ve ana yaymn oOlgutleri
orijinallik, kuramsal ve yontemsel olgunluk, bilimsel 6neme sahip olmak
ve netliktir. Editorler, gonderilen metinleri yayinlamak tizere kabul ya da
red etme hakkina sahiptir. Metinde yapilacak herhangi bir degisiklik
yayindan once yazara bildirilecek ve onayi alinacaktir.

Yayinlanmak tlizere gonderilen makalelerin dergiye gonderilmesi
su hususlarin net bir sekilde anlasildigini ve kabul edildigini gdsterir:

1. Masculinities dergisinde editorlerin ve katkida bulunan
yazarlariin ifade ettigi fikirlerin sorumlulugu kendilerine aittir.
Derginin dili ingilizce ve Tiirkcedir ve dergiye erisim iicretsizdir.
Yazarlar yazilarinin elektronik ortamda (licretsiz bir sekilde
edinilebilen PDF kopya) yayinlanma hakkin1 editorlere
vermistir. Gonderilen yazilarin igerigi tiim metin igerigini ve
buna eslik eden yazili ve gorsel tiim materyali de igerir.

209




10.

Masculinities Journal

Yazar, yazisinin kopyasini egitim ve arastirma amaglari
dogrultusunda meslektaslar1 ile derlemeler ya da diger yayin
tiirlerinde paylasabilir.

Orijinal metnin herhangi bir sekilde cogaltilmasi izni i¢in yazara
yonlendirme yapilacak, yazarin yeniden basim i¢in izin vermesi
ve metnin ilk basildigi yer olarak Masculinities dergisine atif
verilmesi kosulu ile,Masculinities dergisi herhangi bir itiraz dile
getirmeyecektir

Yazar, yayinlanmak iizere gonderdigi metinin orijinal bir calisma
oldugunu ve daha dnce baska bir yerde yayinlanmadigini ya da
yayinlanmak tizere degerlendirmeye alinmadigini taahhiit eder.
Cok yazarli metinlerde, metni dergiye ileten kisinin tiim yazarlar
adina s6z hakkini kullandig1 varsayilacaktir.

Dergide basilacak metinler, giincel MLA formatinda yazilarak
gonderilmelidir.

Metinler, 7000 kelimeyi gecmemelidir. Metne ek olarak, kisa bir
6zgecmis, 150-200 kelimelik Tirkge, 500-600 kelimelik bir
Ingilizce 6zet, anahtar kelimeler ve iletisim adreslerini ayr1 bir
metin dosyasinda gonderilmesi istenmektedir.

Yazarlar hakemlerin karari ile ilgili olarak en ge¢ 60 giin i¢cinde
bilgilendirilecektir. = Metinler, yayinlanacak ilk sayida
degerlendirilecektir.

Makaleler disinda, kitap, makale, konferans, akademik toplanti,
film, performans, yiiksek lisans ve doktora tezi incelemelerini de
yayinlanmak iizere gonderebilirsiniz. Bu tiirden her inceleme
genel itibari ile yukarida bahsi gegen hususlara tabidir. Ayrica,
her bir inceleme, (eger mimkiinse) yazar, baslik, basim/
diizenleme yeri, basim/diizenleme tarihi, sayfa sayisi/uzunlugu,
dili, fiyat1 vb. bilgileri bashigin hemen altinda saglamalidir.
Incelemenin basili metin/diizenlenen etkinligin icerigine dair
net bir bilgi sunmasi ve yazar/diizenleyenler hakkinda kisa bir
bilgilendirme yapmasi beklenmektedir. Inceleme metni
calismanin/olayin kendi alaninda 6nemini ve etkisini oldugu
kadar belli konulara deginme konusundaki yetersizliklerini de
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icermelidir.  Inceleme metni 1200-1500 kelime ile
siirlanmahdir.

11. Makalelerinizi ve incelemelerinizi bu metnin sonunda verilen
iletisim adresine gonderebilirsiniz. Metniniz editdrlerin eline

gectiginde bir dogrulama mesaji alacaksiniz.

YAZIM KURALLARI

Yayinlanmak iizere gonderilecek tim metinler .doc ve PDF
formatinda e-mail ile gonderilmelidir. Metinlerin su hususlari tasidigina
emin olunuz:
eMetin, ayr bir kapak sayfasinda makale basligl, yazar(lar)in ismi ve
kurumsal baglantilar, ve iletisim bilgileri yer almalidir. Sayfa numaralari
metnin ilk sayfasindan itibaren tst dis kenarda yer almalidir. Kér hakem
degerlendirmesi politikas1 uyarinca, yazarin ismi ve kurumu yalnizca
kapak sayfasinda yer almalidir.
eParagraflarin ilk satir girintisi diizgiin bir sekilde verilmelidir (1,5 cm).
« Notlar ve ac¢iklamalar (varsa eger) son not olarak verilmelidir.
eMetin iki yana yaslanmali, baslik ve alt basliklar sola hizalanmalidir.
eSatir sonunda kelimenin béliinmesinden kesinlikle kacinmalidir.

«Son notlar ve referanslar kismi dahil metin ¢ift aralikla yazilmahdir.
eResimler ve grafikler ayr1 bir klasdorde .jpg dosyasi olarak
gonderilmelidir

eTavsiye edilen yaz1 karakteri Times New Roman’dir (11 pt; sonnotlar9
pt).

¢2-3 satir1 gecen alintilar i¢in ayr1 bir paragraf agmali, dncesinde ve
sonrasinda bir satir bosluk birakarak soldan girintiyi 1 cm artirmalisiniz.
eingilizce/Turkce olmayan &nemli kelimeler/terimler italik olarak
verilmelidir.

eMetin ici referans ve kaynakca i¢in, tlim metinler MLA formatina uygun
olmalidir. Daha fazla bilgi i¢in litfen bkz http://www.mla.org.
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eLiitfen, ¢ok gerekli olmadik¢a kisaltmalardan kag¢inin, kisaltma
verilmesinin gerekli oldugu durumlarda, ilk kullanimda kisaltmanin
acilimini da veriniz.

Herhangi bir sorunuz oldugunda liitfen asagida verilen iletisim

bilgileri tizerinden editérlerle temasa gec¢iniz.

Murat Go¢
ingiliz Dili ve Edebiyat1 Béliimii
Fen-Edebiyat Fakiiltesi

Pamukkale Universitesi Denizli Turkiye
masculinitiesjournal@gmail.com
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