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Culpability or Chaos?

Ashton Arnoldy

After watching Safe for the first time, I left the
screening in awe and frustration. There was no doubt in
my mind that this movie was a work of art, but that in no
way diminished its haunting. In my own life I have
traveled down a similar avenue as Carol White: afflicted
with a mysterious ailment, [ met with the fathers of
conventional medicine only to leave disillusioned and
confused. Eventually I came across an ad in a holistic
magazine for a local practitioner of alternative healthcare
and upon my first appointment was catapulted into the
world of New Age rhetoric. The focus on the individual as
pivotal in the healing process described in Safe by Peter
and the Wrenwood facility is a mainstay in holistic
rhetoric. Identity and illness become inextricably linked
together amplifying any inner agitation of existence
already brewing before. Thus, I found parallels to the
fabula of this film in my own experience. The
Neoformalist tendency counts on beholders of art to bring
this kind of background to exhibitions. Defamiliarization
from everyday reality constitutes something as art in their
aesthetic scrutiny. The frustration I felt after watching
this movie was sired by being defamiliarized: having
found solace in holistic healthcare, my perspective was
threatened by Todd Haynes’ treatment of Carol and her
malady. What follows is an analysis espousing the
Neoformalist tradition, positing the characterization of
Carol and the hermeneutic oath of the syuzhet as the
primary devices utilized to defamiliarize viewers.

Before going on to expose the devices, we must



first review the context of which the film was conceived
in so that we may understand their motivations. In
Breaking the Glass Armor, Kristin Thompson explains
that understanding the historical dimension of a given
work of art is critical to analyzing it; trends affect culture
and to Neoformalists, art is a product of culture. It is
culture that determines what is familiar and what is not at
any given point in time; artworks contain cues that are
relative to culture in order to engage the beholder. The
flexible purpose of art then becomes to acquaint people
with a defamiliarized representation apart from the every
day perception so that the beholder will enter back into
this state refreshed and enabled to potentially experience
with a more refined perception. In Safe, Todd Haynes
employs various devices for communicating the time
during which the fabula takes place: television, radio,
mise en scene, non-diegetic music and so on. If one was
alive during the 1980s these devices may have effectively
answered the question, however having been born in 1993
I only had a vague idea of the date. In a book of collected
essays called The Visible Woman Gaye Naismith
identifies Haynes’ intended year in her film analysis titled
“Tales from the Crypt” as 1987. Naismith explains that
around this time the notion of environmental illness had
gained a collective, but without providing much
enlightenment. The 1980s bore witness to another
mysterious malady with a more household reputation: the
HIV/AIDS virus. With no known cures to either, people
began to turn from conventional treatment and look for
answers elsewhere; the proliferation of New Age rhetoric
was bolstered by this angst. It has been said that Safe is a
movie about AIDS, but to halt at such a hasty declaration
would be an elementary mistake. The sparkle of holistic
healthcare attracts sufferers who have been denied cures
from conventional healing practices: the solution is said to
lie within the individual who is sick; the sick person




becomes empowered to solve the problem and
subsequently turns away from the exterior realities and
focuses inward. This is logic roundly circular; the cause
and solution are both housed safely within the afflicted
person. Naismith says that a book published during these
times titled The AIDS Book: Creating a Positive
Approach by New Age champion Louise Hay had a
profound influence on sufferers of the virus, many of

whom we might presume, as a gay man, Todd Haynes would
have been acquainted with. Naismith confirms this when she
paraphrases his discontent with accepting the holistic philosophy of
self-fulfilled accruement and catharsis when threatened with an
incurable-fatal illness. She explains the puritanical cycle of
associating sickness with inner disposition and the potential self-
torture it can result in. The motivation to create Safe is then liberated
from the infantile assumption that it is a meditation on AIDS and
instead is realized as Todd Hayne’s discourse on the human tendency
towards the security of bad faith. It is, as Todd Haynes himself said,
the preference for “culpability over chaos” that inspired this film. As a
HIV positive homosexual, Peter Dunning’s negative characterization
is an exact manifestation of Hayne’s scorn for the disavowal of the
disease’s realistic implications; of assuming an illusory, imposed
responsibility of a role against the confrontation of the unknown. For
the sake of clarity in the face of the contradiction that the word usage
implies, the culpability should from here on be understood as the
acceptance of an imposed social responsibility. It would
be interesting if Haynes had provided us with answers as
to whether or not the alternative care benefited his
condition in any way, for he seemed to be in good health.
But just like so many of the other questions without
answers, Haynes attitude toward holistic healthcare is not
conveyed. This again reinforces the notion that what has
motivated Haynes is not the disease or health care options,
but more broadly the safety of accepting absolutist
rhetoric. Another phenomenon transpired during the
1980s, one that keeps silent throughout the film: the
second wave of feminism. Knowing this, the movement

becomes highlighted in its absence as peculiar in a film




that so obsessively critiques patriarchy and gender.
Naismith focuses much of her essay on Carol’s condition
emanating from the social role of “homemaker” she
identifies with in contrast to the feminist progression
simultaneously unfolding: “It is often claimed that the
second wave of feminism primarily influenced and
benefited white-middle class women and if this is so, it
seems surprising that Carol and her peers would readily
accept such limiting social roles as the entirety of their
personality. Yet apparently this kind of life guarantees a
certain kind of protection, comfort and social status albeit
on patriarchal terms, which makes redundant the need or
desire for any expression of independence” (366). Carol’s
performance of wife/homemaker becomes another
example of Hayne’s preoccupation with abdication, in this
case for the feminine mystique. Instead of living
authentically, Carol curls up in the safety of prescribed
existence; when her illusion is threatened she seeks
answers within established entities and is constrained in a
masculine universe. Now that we have reviewed the
historical context and excavated the devices translating the
theme of “culpability over chaos” we can move on to
pinpoint the way in which Carol’s hollow characterization
and the unwavering silence of the film’s syuzhet act to
defamiliarize the beholder.

Many may find Carol White’s character annoying
as she struggles throughout the film to absolve her crisis.
Kristin Thompson explains that Neoformalists assume that
the function of characters in a story is not to mimic the
totality of an actual human being, rather that they function
as “semes” representing traits. Despite this, the traditional
treatment of characters in a film works very hard to create
the illusion of said totality. Haynes’ hollow
characterization of Carol is precisely why we become
agitated: contrary to convention we are not granted
enough information to ground her with an identity. In a



collection of meditations on auterist directors titled Fifty
Contemporary Film Directors, Justin Wyatt sources this
anomaly: “with Safe, we learn very little of Carol White’s
history and motivations, curious since the film is centered
so squarely on the one character...Haynes offers almost
nothing to anchor her character, she is defined by her
milieu...[her] primary role (home-maker) and her bland
pretty good looks. Carol’s identity equals these simple
components, nothing more” (191). The artistic motivation
for this lack of characterization is a self-conscious exploit
undertaken by Haynes to emphasize her abdication of
authenticity for the safety net of conformity. In situating
his character in a paradigm wherein the meaning of her
existence is decided by others, Haynes has chosen an apt
circumstance to convey his issue with “culpability over
chaos”. Naismith repeatedly suggests in her essay that a
factor contributing to the manifestation of her mysterious
illness be attributed to this acceptance of a housewife/
mother role that disavows her agency. Likened to the
mysterious, feminine malady of hysteria, her illness
becomes an unconscious protest against this disavowal.
The evidence of this can be seen each time her body
revolts against her: when preening her looks at the salon
to fit her feminine vocation eerie music plays in the
background and the sounds of the perm applicator seem
alien, she then has a nosebleed; when maternally hosting a
child on her lap during the baby shower ritual she is
stricken with an asthmatic fit; upon picking up her dress
from the dry-cleaners the fumes of insect spray send her
seizing to the floor; and perhaps most emblematic, the
couch she once obsessed over becomes a source of her
environmental sensitivity. During a scene wherein Carol
narrates the letter she is writing chronicling her life up to
the contraction of the mysterious illness, the camera pans
to survey photographs of her in the past. The images of
her elicit confusion in the beholder for their confrontation
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with her lack of character: it is hard to imagine her
existing in any way other than her half-hearted
performance of wife/homemaker. Her quest for the cure
vested in the masculine establishments of medicine further
illustrates her denial of autonomy; she has no voice of her
own. Each time she replaces a paternal healer she parrots
the rhetoric he enforces. It is striking when during her
session with the psychiatrist she has nothing to say of
herself aside from her sorry charade at being a
homemaker. Cinematically, Wyatt points out that Haynes
avoids relating the audience to Carol with the traditional
use of close-ups and instead swallows her up in deep
space compressed by long shots. Rendered insignificant
by the vast mise en scéne, Carol is subjected to outside
forces. Accompanied by many segments of Carol in the
car is the reoccurrence of eerie, non-diegetic music,
especially when she is the one in the driver’s seat. The
vague terror connoted by the combination implies the
surmounting fear she feels when in the driver’s seat —
when in control. If Carol White the character seems
irritating it is because Haynes self-consciously avoids
pretense in constructing her: in familiar films we are a
provided background on characters and often close-ups
inspire us to empathize with them. Carol White remains
cardboard. She has no identify because she abdicated her
right to create it. Her repetitive bouts emulating Narcissus
and his reflection refer to self-searching rather than self-
worship. As Wyatt says “we are left with a character study
without the character. As an alternative, Haynes examines
the ways through which cultural and social factors
construct Carol as a character” (191). Our agitation with
Carol is a signal of the device of characterization in Safe
fulfilling its duty to defamiliarize us from typical
character treatments in order to emphasize Haynes’
distaste for “culpability over chaos”.

Perhaps the more obvious device utilized for



defamiliarization is the defiance of the syuzhet to
reconcile with the questions arising from the fabula. For
the purpose of accessibility, I think it necessary to pause a
moment and clarify what these terms mean: Kristin
Thompson explains that the fabula refers to the stuff of the
narrative, the story if you will, while the syuzhet amounts
to the causal links enabling the viewer to grasp the
catalysts for a given event; the syuzhet, much like the plot,
explains the fabula. In familiar films the questions raised
by the fabula are most often treated with answers from the
syuzhet — but in Safe this is not the case.
Defamiliarization is supposedly significantly increased
when the syuzhet is given a roughened form: the
progression of the plot in linking cause and effect is
hampered when the syuzhet refuses to concede
information to allow the viewers an understanding of the
connections and this creates delays, forcing them to
engage with the work in a more activated cognition. The
exact cause of Carol’s disease is eternally delayed and this
fact aggressively taunts the audience. By not affording the
various paternal healing powers the achievement of
catharsis, we are defamiliarized at once from, depending
on one’s views, our prior perspectives of health-crisis
solution and more broadly of the assumption that answers
for everything can be provided from outside ourselves.
The motivation for this roughened form as a device is
implicit, but once again harkens back to Hayne’s problem
with “culpability over chaos™: in ending the film at a
clifthanger, we, along with Carol, are slapped in the face
by the absurdity of a reality without fixed answers. Not
only does Haynes punish Carol for her bad faith, he also
subjects us to it: in ending the film with her stare into the
mirror he self-consciously and poignantly implies that the
responsibility to bring the syuzhet to term is up to her, up
to us. Shot from the perspective of the mirror, the
audience is addressed and must make a choice. The fourth
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wall crumbles. Will we choose the security of culpability
or take on the uncertain freedoms of chaos?

Discarding the notion that Safe is a film about
AIDS we transcend base assumptions and arrive at a more
lofty critique on human nature. Existential dread is an
uncomfortable acknowledgement, but as Haynes’ shows
in Carol’s plight, it is necessary to confront if one is to
live a rich life. I left the initial screening reeling in my
own anguish. I identified with Carol, despite her barren
characterization, on such a fundamental level as a human
being, that I wanted to cry for her, for myself. Her
sickness was like an existential crisis; because of it she
awakens and becomes “more aware” of the world around
her. Haynes’ orchestration defamiliarizes the audience
from assumptions of typical film syuzhets and
characterization, identity, and medical institutions, but
more importantly from life in general. As a work of art it
aspires to greatness in challenging the viewer to reflect on
the questions left unanswered with authenticity. Refreshed
and rebooted, perhaps even awakened, after this
defamiliarization one might incarnate back into practical
reality unbound by the restrictions of bad faith. I would
like to imagine that Carol White herself might have
achieved the same.
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Woman Wisdom: Child or Spirit?

Allison Bevers

Sadly, the Hebrew Scriptures do not offer modern
readers a great deal of positive portrayals of Israelite
women. Stories of rape, abuse, murder, and devaluing the
lives of women permeate the Bible as a whole and are
especially concentrated within the Hebrew Scriptures.
Since this is the case, it is a wonderful surprise to come
upon a portrayal of a woman that is positive and uplifting.
Proverbs 8 is such a text. A woman personifies one of the
most sought after accomplishments within the ancient
Israelite culture: wisdom. While there is negative
discussion of another woman within the chapters that
praise Woman Wisdom, Woman Wisdom is attributed an
amazing amount of great status and respect. She is an
incredible woman, even if she is a literary device, and she
must be considered, questioned, and examined to
determine who she truly is. There is much debate about
Proverbs 8:22-31, and this paper attempts to place those
differing opinions in conversation together in order to
more clearly identify who this Woman Wisdom is for both
the original audience of Proverbs and modern readers of
Jewish and Christian heritage.

Outline of Proverbs 8:22-31

Wisdom’s begotten authority: 22-23

Wisdom’s existence before creation:24-26
Before the waters: 24
Before the earth: 25-26

Wisdom’s co-creation with YHWH: 27-29
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Boundaries for the waters: 27-29A

Establishing the earth’s foundations: 29B
Wisdom’s rejoicing: 30-31

God’s joys: 30

Humanity’s joys: 31

This pericope clearly begins at verse 22 as Woman
Wisdom transitions from describing the benefits of
wisdom in earthly terms of riches and honor to her
origins. She establishes authority by describing God’s
actions in her creation, which preceded all other creation.
This pericope occurs towards the end of the Woman
Wisdom poems that make up chapters 1-9 of Proverbs.
These poems are thought by many scholars to be the latest
addition to the book of Proverbs, written as an
introduction to the many sayings and proclamations of
wisdom. The final composition of Proverbs occurred
somewhere in the Persian or Hellenistic period (fifth-third
century BCE) by scribes of the Jerusalem temple.'
Personifications of Godly characteristics such as wisdom
are more common in Second Temple Judaism and early
Christianity than earlier periods.” The book of Proverbs as
a whole was created through long standing oral tradition
that was eventually recorded by a group in Israelite culture
usually referred to by scholars as “sages.” This group
consisted of men who were employed in court and temple-
based jobs such as counselors, bureaucrats, and teachers.
Thus the book of Proverbs reflects the ideas and beliefs of
the cultural elite in ancient Israelite culture, although these
ideas originate in teachings from Israelite families and
tribes that were orally passed down through several
generations.’ The first eight chapters of Proverbs are
poetic in nature, and do not match the normal pattern most
of Proverbs is written in: two lines of parallelism that
teach a principle, usually practical in nature.

The book of Proverbs is unique within the Hebrew
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Scriptures because of a lack of truly Israelite material such
as promises to the patriarchs, the salvation history of
Exodus, or the Sinai covenant. Because of this lack of
Israelite heritage, wisdom literature is seen as heritage that
belongs to many different Middle Eastern cultures, and in
fact has many elements from other cultural traditions.”
The theology of the book is centered in the natural world
and creation, as the pericope this paper discusses shows
readers. Natural elements permeate the proverbs as
examples and metaphors. While most of the ideas taught
in proverbs are practical in nature, the purpose of the
teaching is to develop good character through fear of God.
Fear of God is the beginning of wisdom for the authors of
Proverbs, and this is why Woman Wisdom is an essential,
striking, and intriguing character within the biblical text.’
She is the first character readers come into contact with in
Proverbs: standing on the side of the road, proclaiming to
the crowds in the busiest parts of the city. She is presented
as if a parent is describing her to a child, and she is
compared to the “strange woman,” who is described along
with Woman Wisdom as a negative stereotype of women
in Israelite culture. Woman Wisdom calls out to any that
pass her to follow her instruction and avoid disaster in
their own lives. In chapters 1-8 she is crying out, a beacon
of righteousness to all. In chapter 8 verses 22-31, her
authority and credibility is established with the description
not only of her origins, but the origins of all creation,
which came to being through Woman Wisdom. She is
expressive and animated in her description of the creation
of the universe as well as her own.°

It is striking to see a feminine figure portraying
such an important idea within the Hebrew Scriptures.
Why would a patriarchal society produce a description of
wisdom, a desirable attribute that many wish to obtain
within their lifetime, as a woman? Isn’t it odd that this
woman not only represents wisdom but is portrayed as a
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prophet, speaking to the masses? Some scholars have
commented that this could be an early Israelite goddess, a
wife of YHWH who assists in creation and taking care of
humanity. While this is definitely a possibility, if the first
nine chapters of Proverbs were written as late as the third
century BCE, this idea of Wisdom being an additional
goddess could have challenged the monotheistic beliefs
held by most Israelites. If Wisdom is purposefully being
portrayed as a desirable and yet mysterious persona, then
portraying wisdom as a woman would be appropriate; this
is especially true if the audience was made up mostly of
young men.’

When comparing the New Revised Standard, King
James, Message, English Standard, and Jewish
Publication Society translations, only two major
discrepancies appeared in the translations. In verse 22, the
ESV and KJV translate the Hebrew to say, “The LORD
possessed me,” while the Message, JPS, and NRSV all
translate the verse to say, “The LORD created me.” These
two translations are significantly different in meaning
since one (created) deems wisdom as an independent
being separate and yet dependent on God, while the other
(possessed) could be depicting wisdom simply as a
characteristic or element of God’s self. The Hebrew word
that appears here is ,’117 ganani. This word presents
difficulty for translators for several reasons. The root ,737
qanah, usually means to get or acquire. In this specific
scripture, however, ganah seems to have more meaning
than simply to acquire or possess. It has a sense of being
of God or originating in God. Since the rest of the
pericope consists of creation theology, this would seem to
make sense. The only other texts this form of 712 occurs
is in Genesis 14:19, 22 in the phrase, “creator of heaven
and earth,”® and in Deuteronomy 32:6 in the phrase, “is he
not your father, who created you,” again showing much
more than a simple sense of possession.” When looking at
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these three occurrences of ganah in context with each
other, it seems there is a pattern that when ganah is used
with God as its subject, the meaning includes creative
activity, not just purchasing or acquiring.'’ Gale Yee
translates the verse in this way: “YHWH begot me at the
beginning of his (creative) way.”'! Yee’s translation is
much more accurate and meaningful than either “created”
or “possessed,” because it depicts a more complicated and
beautiful relationship between God and Woman Wisdom.
God is parent, yes, but not just parent. God is creator of
Woman Wisdom and still the LORD of all creation as
well. Wisdom is created by God, but is also of God. God
is in Woman Wisdom, and Woman Wisdom is in God.

The question that must now be posed is, “What did
the ancient Israelites consider wisdom to be?”” While in
modern times wisdom might be considered the ability to
give good advice or understand situations, wisdom in
ancient Israelite culture was more focused on the people
as a whole rather than simple individual wisdom. Wisdom
helped make sense of the world and everything that
occurred in it; it answered questions of life and being.
Once an individual discovered wisdom, he or she was
expected to pass this wisdom down to the next
generations. The family home was the center for passing
down wisdom from generation to generation. If this is the
case, another reason that wisdom could have been
personified as a woman is because the mother of a family,
the matriarch, was entrusted with passing wisdom down to
the children and grandchildren as they grew older and
experienced more of life. From families wisdom traveled
into the higher classes and orders of Israelite culture. It
includes predictions of outcomes that result from certain
actions, how one can attain wealth and power, and
organize the world.'? Proverbs 8:22-31 shows these same
characteristics of Wisdom as a female being. If Wisdom is
in fact the way in which the world and universe are
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ordered, categorized, and sustained, then Wisdom must
have been a part of the creation act. Before there was land,
water, sky, or soil Wisdom was begotten, birthed, created,
obtained by God. She describes her own importance, her
own priority in the creation process by emphasizing the
order in which the universe was created. In verse 25 she
states, “Before the mountains had been shaped, before the
hills, I was brought forth — “ and this bringing forth,
which refers also to the birthing process supports the idea
that wisdom was both created and possessed by the
Creator God."> God is even given a more feminine role in
this verse, since the Hebrew word used for birth here,
holel, usually refers to a mother’s labor. In two other
places it is used in reference to God (Deut. 31:18 and Ps.
90:2). This birth is not sexual at all, but instead refers to
God’s effort in begetting wisdom before the creation of
the universe.'

Wisdom is present at creation, and she discusses
key components of creation within the context of Israelite
culture. In verse 24 she speaks of the depths (the seas) and
“springs abounding with water.” In Israelite culture the
creator God brings order by placing limits on things such
as the raging waters and seas. By creating borders
between both water and land, God categorizes and orders
creation into the natural world that ancient readers were so
familiar with. An agricultural society that was so closely
in tune with nature would be extremely aware of the
natural order of things. Wisdom must have been present
and participating in this limitation of nature. Not only
does Wisdom categorize life, but she gives inspiration to
humanity to curb appetites, to follow God’s law, and in
doing so humanity will prosper. Wisdom limits human
instinct in order to help create self-control to foster
goodness and success. She inspires God’s molding of the
world into an orderly, functioning place that will support
life and allow it to thrive."’
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While this story might be macrocosmic in nature,
it has microcosmic tones as Israelite audiences would hear
that wisdom is active not just in the initial act of creation,
but in the continuing creation process that brings order
and sense to their own individual and community life.
Gale Yee notes that within the personified Woman
Wisdom, humanity’s wisdom and God’s wisdom become
unified. She states that Wisdom is nothing more than a
literary device used to make the ideas of human wisdom
and God’s wisdom more tangible and relatable to ancient
readers. Later on this paper will discuss the reasons why
Wisdom is not simply a literary tool, but Yee does
describe very effectively how the macrocosm and
microcosm of Israelite religion come together within
Woman Wisdom. She speaks to humanity as a prophet,
communicating the wisdom that leads to life, goodness,
and prosperity for anyone to hear. Creation is ongoing and
within that creation is the stabilizing reality of God’s
wisdom guiding and counseling God’s people to follow
the right path. This is why wisdom must have existed
previous to creation, to humanity. Wisdom is essential not
only for the world to function, but for humanity to realize
God’s plan and will for human life.'® Wisdom reveals all
of these things to humanity through the human
experience, through living life. This is why those who are
older are considered, in Israelite society, to be the wise
sages of the culture. They have practical knowledge that
dictates how to live both as a community and as
individuals, relating to God and each other while striving
to attain Wisdom.'”

After wisdom has established herself as begotten
by God and active in creation, readers come upon another
difficult Hebrew word that has sparked much debate
among scholars. In verse 30, JPS, says, “Then | was by
Him, as a nursling; And I was daily all delight, Playing
always before Him,” while the Message says “I was right
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there with him, making sure everything fit. Day after
day I was there, with my joyful applause, always enjoying
his company.” The KJV states “Then I was by him, as one
brought up with him: and I was daily Ais delight, rejoicing
always before him,” and finally the NRSV and ESV say,
“then I was beside him, like a master workman, and I was
daily his delight, rejoicing before him always.” This is the
other major issue of translation within this passage, and it
is an important question because it will again change the
status of wisdom depending on how the word is
understood. The word used in this verse is ,719& amon,
and in this one occurrence it means “artificer, architect,
master-workman.”'® It does occur in the plural form of
“master-workmen,” in Jeremiah 52:15, but this is only in
certain manuscripts. According to the New Interpreter’s
Bible, the translation “master worker” comes from the
Septuagint, but it could also mean “nursing child,” or
“confidant.” This word is related to ,7a% aman, which in
most instances takes some form of “faithfulness,” or
“established,” but amon is also related to,1n¥, which
occurs once within the Hebrew scriptures in Exodus 28:11
and is translated as “master-workman, artist.”"® It does
seem almost impossible to determine what this word
means in the original Hebrew, but readers can make
inferences after learning about the beliefs the ancient
Israelites had concerning Wisdom to determine if Wisdom
is considered a child of God or a co-creator in this
passage.

First, this paper has already argued that in verse 22
Wisdom is begotten by God. Some would assume that
during this entire pericope, then, Wisdom is an infant or
child, watching as God creates everything. The problem
with this argument is of course that readers do not know
the amount of time that passes between when Wisdom is
begotten and when the world is created. Nor do readers
know if, when a being is begotten, this means they are
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begotten as an infant-type being. It is not the same reality
as human birth, and readers and scholars must admit that
being begotten, obtained, birthed, and created by God is a
very different experience than gestating for nine months
and being physically birthed. Second, as this paper
discusses earlier, Wisdom is the understanding,
organizing, and categorizing of life within the order that
God created. This understanding comes through personal,
human experience, lived experience that is obtained as one
either learns from situations or from other people. Why
would Woman Wisdom, who represents both God’s
wisdom and humanity’s wisdom, be personified as a child
when age and oldness and experience are all considered
huge aspects of those two wisdoms? An old woman or
man, sharing her or his experience with new generations,
would be a much more accurate depiction of Wisdom, for
how could Wisdom be Wisdom without being the very
experience that creates Wisdom? Thirdly, scholars and lay
persons alike would argue that verse 30B and 31 are
evidence enough to say that Wisdom is a child here,
saying, “and I was daily his delight, rejoicing before him
always, rejoicing in his inhabited world and delighting in
the human race.”

Gale Yee does see Wisdom as a child of God in
this passage, enjoying the show as God molds the earth
and orders it as it should be. However, just because a
person delights in an accomplishment, especially such a
large one as creating and ordering the universe does not
mean she is a child. Adults bask in the glory of their own
creation as well as children. Wisdom is establishing her
credibility and importance not just to show that God
values Wisdom and her benefits above all else, but to
demonstrate that she was an essential and integral part of
the creation act. Wisdom exists to bring about order,
which is not a characteristic of most children. She
participated fully in the act of creation by being present
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with God in the act.

All of these contextual ideas come together to
form one statement: Wisdom is a co-creator with God, of’
God and by God, begotten, not made. People of faith have
interpreted this Woman Wisdom differently for centuries;
Jewish tradition sees her as the embodiment of Torah,
since this association is created in several different
passages such as Deuteronomy 4:6-8 and several of the
Psalms. Christians see Woman Wisdom eventually
becoming the logos, and then Christ.”” While both of these
are interesting ideas and legitimate interpretations, one
could also see Wisdom as a deeper character that
transcends both religions: A feminine being that gives
humanity understanding of God and unites God’s wisdom
with human wisdom, a being that is both of God and by
God, a being that was present and essential in creation,
and a being that gives order to the universe. This fluid,
joyful, happy being resembles the spirit of God, or as
Christians might say the Holy Spirit. She is creative,
rejoicing, and permeates all of creation by connecting both
God and humanity in understanding and experience. She
teaches anyone who will listen of God’s ways and delights
in humanity. She flows throughout the cosmos, bringing
meaning to chaos and displaying God’s ultimate wisdom
and plan for all. This spirit joins the people of Abrahamic
faiths together, for she is embodied both in nature and in
humanity. This spirit of God inspires humanity and as a
result humanity gains wisdom from experience. This spirit
of God is a graceful, feminine expression of God’s own
character, interwoven into the fabric of the universe.
While this universe is full of chaos and events that are
impossible to understand, Woman Wisdom comes to
humans through their day-to-day lives to teach and unite
limited human understanding and the infinite wisdom of
God.
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PaceButler

Dillon Byrd

Pace Butler is a reverse logistics collection site
which profits by purchasing used cell phones, which they
then resell to cell phone manufacturers. By more accurate-
ly pinpointing the location that is more likely to sell used
cell phones PaceButler can more effectively direct market-
ing efforts. This study attempts to assess if poverty and
median household income can be used to predict which
zip codes are most likely to resell used cell phones. In or-
der to accomplish this, PaceButler’s past records of PO
numbers per zip codes were analyzed in conjunction with
the median household income and poverty rates for each
zip code. The findings were that poverty rates and median
household income for each zip code were statistically sig-
nificant factors in how many cell phone orders were pur-
chased. Although the variables were statistically signifi-
cant, their effects on the amount of PO numbers per zip
code were miniscule. In conclusion, if the median house-
hold income and poverty are higher in a zip code, it is
slightly more likely that PaceButler will buy phones from
there. However, poverty rates and median household in-
come are not very indicative measures to use to predict
which zip codes are most probable to sell used cell phones
to PaceButler.
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Question:

What demographic regions, defined by zip code,
are most likely to sell phones to PaceButler?

Introduction:

Tom Pace, the CEO of PaceButler Corporation,
constantly asks the question, “How can PaceButler buy
more phones?” PaceButler is in the secondary market for
cell phones. PaceButler is a centralized used cell phone
collection site that profits by purchasing used cell phones
from companies and individuals, then selling those phones
in bulk to wholesalers. The more phones PaceButler buys
at their listed price, the more PaceButler profits. As cell
phone technology increases, Pace believes there is more
profit to be made on each phone, which places his compa-
ny in a sustainable industry. Most of PaceButler’s em-
ployees spend their time calling potential client businesses
of all types and sizes. When phones are sent in, their first
destination is the auditing department. Here the phones
are tested to make sure they work properly. Some phones
pass the tests and then are resold to other buyers. Some
phones do not pass the tests, or simply cannot be resold so
they are recycled.

Pace wants his employees to be more efficient by
calling companies that are more likely to have cell phones
to sell. In order to do this, purchase orders from the past 5
years have been analyzed. The zip code of the seller
serves as the location. The demographics of the zip code
were retrieved from the United States Census Bureau.
Looking at the demographics of these locations, we can
analyze which demographics are most likely to contain
businesses and individuals that will sell phones to Pace-
Butler.
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Literature Review:

Reverse logistics for the case of PaceButler means
the movement of cell phones from the consumer, back to
the manufacturer, through PaceButler. Most of the work
on the subject comes from the past 10 years.

Netoa et al. (2009) study the environmental impli-
cations of reverse logistics. By looking at the amount of
energy and materials spent in the manufacturing, usage,
and transportation of different products, they evaluate
whether it is more environmentally friendly to remanufac-
ture or recycle these products. They note that the impact
of bulk recycling of cell phones is irrelevant. They find
that it is more environmentally sustainable to remanufac-
ture cell phones because so much time and energy is spent
manufacturing them initially due to the amounts of elec-
tronic components. PaceButler’s business of reverse logis-
tics has a positive impact environmentally. This study is
relevant to our study to understand the demand of cell
phone companies to purchase phones from PaceButler.

Dayna Simpson (2008) studied the profitability of
recycle value materials in collection sites. Simpson found
that the economic possibilities of recycling depend on how
easily the recycled materials can be mixed in with com-
pletely new material. She found that a few companies
have created profits from large recycling volumes. How-
ever for most companies, it is not very profitable. Pace-
Butler would fit into the category of being too small and
dealing with products far too complex for recycling to be
very profitable.

Amin and Zhang (2011) propose a closed loop
supply chain including the manufacturer, collection, re-
pair, disassembly, recycling, and disposal sites. They
found that reverse logistics can increase profits for manu-
facturers if they can estimate demand and return of the
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products correctly. This is hard due to timing and uncer-
tainty of the quality of the products that are returned. Sites
like PaceButler must accurately determine the demand and
pricing for each product within its product lifecycle. Pace-
Butler’s sales seem as if they will remain stable as long as
remanufacturing remains profitable for manufacturers. Re-
manufacturing should become more profitable over time
assuming phones will continue to become more complex.
Pokharel and Liang (2012) create a quantitative
model to help a remanufacturing company more accurately
determine the price needed to acquire the desired amount
of product. A remanufacturer will specify the amount of
product they want from a collection site. It is then the job
of the collection site (like PaceButler) to acquire the de-
sired amount of that product. Using Pokharel and Liang’s
model, the collection site can then find the highest price
that will acquire the desired amount of that product. This
study directly affects PaceButler by helping to predict how
many phones they will need to buy to be most profitable.
Yan and Dooley (2009) studied the optimal trade
in time for a consumer amidst the entire selling season for
a product. They found that the way to determine the best
time to trade in is based on demand volatility and retail
margin. The middle of a selling season is generally a good
time to trade in. The optimal trade in time for higher value
products is earlier in the product life cycle. They found
that secondary market trading is more profitable in the
middle of the life cycle or earlier in the life cycle, but
much of this depends on demand information from the up-
stream suppliers. This study helps to determine when
PaceButler should buy back certain phones. By targeting
demographics of a zip code which is more likely to buy
certain phones, PaceButler can more effectively buy back
those phones during their most profitable life stage.
Hahler and Fleischmann (2013) studied the two
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different collection methods, a centralized collection site
and a decentralized collection site. The research shows
that decentralized collection sites (unlike PaceButler) are
better than centralized ones. They found that decentral-
ized collection sites obtained higher quality and more
homogenous products. They also found that decentral-
ized collection sites have the ability to price discriminate
to the 3™ degree by adjusting the offering price depend-
ing on the quality of the product. Centralized collection
sites (like PaceButler) lose profits due to paying the same
price for differing qualities of product.

In conclusion of the literature review there seems
to be a void in literature attempting to assess the optimal
locations for a reverse logistics collection site to pur-
chase items.

Variables to be used:

Dependent variable: amount of PO Numbers in
each zip code

Independent variables: median household income
and poverty.

Data:

In order to analyze the market, data from the past
5 years will be surveyed. Cell phone technology changes
rapidly, therefore only data from the past 5 years will be
analyzed. The data from PaceButler contains observa-
tions of individual purchase orders, according to the zip
code they were acquired from. Each time PaceButler
bought phones, a purchase order number was assigned to
that purchase. Each purchase order had other information
recorded about it. The zip code for each purchase order
was used for the study. Data on median household in-
come and poverty was gathered from the United States
Census Bureau and the United States Department of Ag-
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riculture Economic Research Service. There are 5605 total
observations.

Hypothesis:

Ho,: There is no relationship between poverty and the
amount of purchase order numbers in each zip code.

H;: Poverty is positively correlated with the amount of
purchase order numbers in each zip code.

Ho,: There is no relationship between median household
income and the amount of purchase order numbers in each
zip code.

H,,: Median household income is positively correlated
with the amount of purchase order numbers in each zip
code.

Statistical Analysis:

There are many factors that could help determine
who is more likely to sell their used cell phones to Pace-
Butler. If PaceButler can more accurately predict who will
sell used cell phones, they can more efficiently direct their
marketing efforts.

In higher income areas, we hypothesized

that more people would be willing to sell

their used cell phones. We assumed that

higher income areas would have more ex-

pensive phones, a greater desire and ability

to acquire new phones, and a desire to resell

their previous phone for the high resale

price. These assumptions would lead to the

result of PO numbers per zip being positive-

ly correlated with the median household

income for that zip code.

In high poverty areas, we hypothesized that more
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people would be willing to sell their used cell phones as
well. We hypothesized that lower income areas would
have less expensive phones which have a shorter lifespan.
These phones therefore would get resold quicker. We the-
orized that places with higher poverty rates have greater
desire for extra revenue, which would drive people to sell
old phones. These assumptions would lead to the result of
PO numbers being positively correlated with the amount
of poverty in that zip code.

The equation used to analyze these hypotheses:
Yli: bo + b1 X + by Xpi + LOJ

Model 1 regression was used to determine the statistical
significance of the variables.

The REG Procedure
Model: MODELI
Dependent Variable: Amount of PO numbers per zip code

Number of Observations Read 5605
Number of Observations Used 5605

Analysis of Variance

Sum of Mean

Source DF Squares Square F Value Pr>F
Model 2 43358 21679 11791 <.0001
Error 5602 1029976  183.86

Corrected Total 5604 1073334
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Root MSE 13.55945 R-Square 0.0404
Dependent Mean  9.81802  Adj R-Sq 0.0401
Coeff Var 138.10776

Parameter Estimates

Parameter Standard
Variable Label DF Estimate Error tValue Pr>|t|

Intercept Intercept 1 4.63267 0.65829 7.04 <.0001
Poverty  Poverty 1 0.00002726 0.00000204 13.39 <.0001
HHI HHI 1 0.00008252 0.00001336 6.18 <.0001

Model 1 shows that both poverty and median
household income (HHI) are statistically significant ac-
cording to their P values (<.0001). According to the adjust-
ed R-squared term, poverty and HHI account for 4% of the
movement of the number of PO orders per zip code. Inter-
preting the parameter estimate, both Poverty and HHI indi-
vidually and combined have a miniscule effect on the
number of PO numbers.

The Correlation Procedure was performed to explain any
correlation between poverty and the median household in-
come (HHI)

The CORR Procedure

2 Variables: Poverty HHI
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Simple Statistics

Variable N Mean Std Dev Sum Minimum Maximum

Poverty 5605 46306 89374 59542753  83.00000 475446
HHI 5605 47542 13624 266471434 1269 105409

Pearson Correlation Coefficients, N = 5605
Prob > |r| under HO: Rho=0

Poverty HHI
Poverty 1.00000  0.09806
Poverty <.0001
HHI 0.09806 1.00000
HHI <.0001

The Correlation Procedure shows that there is
nearly no correlation between poverty and HHI.

Conclusion:

The P values of both poverty and median house-
hold income (HHI) are <.0001 explaining that both of
these variables are statistically significant. I therefore re-
jected both null hypotheses that poverty and median
household income are not correlated with amount of PO
numbers per zip code. Both of these variables are positive-
ly correlated with the amount of PO numbers in a zip
code. However, the amount that both of these variables
affect the number of PO numbers received for each zip
code is miniscule. The median household income and lev-
el of poverty for each zip code does affect how many pur-
chase orders for phones PaceButler receives from that zip
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code. If the median household income and poverty are
higher in a zip code, it is slightly more likely that Pace-
Butler will buy phones from there.
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How Internet Sales Tax Affects the
Battle Between Best Buy
and Amazon

Juan Campos, Brian Jaimes,
and David Bishop

Introduction

Forcing online transactions to be taxed is a contro-
versial topic. Some have posited that it is unconstitutional
because the online seller might not have a physical loca-
tion in the state that the buyer is in when the transaction
occurs. According to Minkevitch (2012), the controversy
was brought to the front door of the United States justice
system, specifically the New York Supreme Court, in the
case of Amazon.com v. New York State Department of
Taxation & Finance, in which the State of New York was
granted the ability to charge sales taxes to Amazon for any
purchases within the state. We hypothesize that as internet
sales tax is being introduced, it has a temporary negative
effect for online retailers, specifically Amazon.

Relevant Literature

Amazon’s ability to sell products without having
to charge a sales tax has been a clear advantage for quite
some time. This opens up the possibility of driving brick-
and-mortar retailers, such as Best Buy, into price slashing
wars that ultimately affects their profitability. According
to a study by authors Einav, Knoepfle, Levin, and
Sundaresan (2012), the purchases from interested buyers
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fall by about two percent for every one-percentage point
increase in the sales tax charged by the seller. A specific
example of the battles of slashing prices can be seen in the
competition between Amazon and Barnes & Noble. In the
study by Goolsbee (2002), 20,000 books were compared
as sold by the two sellers, and the results showed that you
are more likely to find more variable prices online than at
traditional, brick-and-mortar stores. In another study by
Babaioff (2014), two vendors are looked at that offer the
same product but with different processes in which they
sell the item. They conclude that there are certain factors
that equalize the chances for both vendors to make the
sale. As it can be inferred that online retailers are at a
greater advantage than brick-and-mortar stores, the Mar-
ketplace Fairness Act (also known as “e-fairness”) could
possibly level the playing field.

Good Luck in These States

Amazon also had to start charging sales tax in
Texas, beginning in July 2012. The first state to force
Amazon to charge sales tax was New York in 2008. Many
have joined these two states in charging sales and use tax-
es, bringing it to a grand total of twenty states where Am-
azon is required by law to tack on these extra charges. A
list of all states currently collecting sales taxes on transac-
tions through Amazon can be found in Figure 1. In addi-
tion to these states, legislation has been approved by the
South Carolina legislature that will require Amazon to
collect sales tax in their fair state as well (Wood, 2014).
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Tooth and Nail

With estimates of state and local revenue lost to
nontaxed e-commerce surpassing $10 billion in 2011
(Woo, 2011), Amazon is still fighting tooth-and-nail to
push back against legislation in any further states that may
require collection of sales taxes. The internet retailer takes
various precautions to ensure that no actions made by
travelling employees in certain states will trigger any laws
that force Amazon to collect taxes in those states (Woo,
2011). This is all due to the fact that Credit Suisse has es-
timated a loss of $653 million in sales if they had to col-
lect sales taxes in all states (Woo, 2011).

Amazon’s Competitive Advantage Shines Through

As can be seen in the above figures, with New
York’s passage of an internet sales tax in 2008, a sharp
dip can be seen in Amazon’s adjusted close prices toward
the end of the year. This is consistent with the theory that
the new tax has affected their sales figures, as low sales
figures have always proven to have an adverse effect on
stock prices, as seen with Best Buy’s stock valuations at
the end of the 2013 holiday season following a disappoint-
ing sales report. However, the negative effects of New
York’s sales tax on Amazon’s stock price weren’t long
lasting, due to no other states instituting similar taxes until
2011. With the wide spread between dates that other states
have enacted the new sales tax, Amazon has been allowed
to continue the trend of gaining a larger and larger market
share, which is the driving force behind their constantly
rising stock prices. While Amazon is constantly making
large gains, they see small setbacks when new states an-
nounce that they will institute the internet sales tax as
well.
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Figure 1. States with Internet Sales Tax

State Date Enacted
New York 2008
Connecticut 2011
Kansas 2011
North Dakota 2011
Pennsylvania 2011
Washington 2011
California 2012
Texas 2012
Arizona 2013
Georgia 2013
Kentucky 2013
Massachusetts 2013
New Jersey 2013
Virginia 2013
West Virginia 2013
Wisconsin 2013
Indiana 2014
Nevada 2014
North Carolina 2014
Tennessee 2014
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Figure 2. Historical Stock Prices of Amazon (AMZN), and Best
Buy (BBY)
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Best Buy Fights Back

Best Buy, seeing a stagnation in their stock value,
named Hubert Joly as the new CEO. Joly announced a
price-matching initiative called “Renew Blue” in March of
2013. Both of these developments have preceded a sharp
increase in stock valuation. Best Buy sales have seen an
increase of 15% in online sales in comparison t02012, the
year before Renew Blue was introduced. Renew Blue is
simply one of the many factors that Best Buy has intro-
duced to close the gap between them and Amazon as far as
online sales. Other factors include a better search function,
a shorter checkout process, and also an option to pick up
purchases in store (Torabi, 2014). Since 2012, a higher
rate of return has been associated with Best Buy’s stock
than Amazon’s, which we believe can be attributed to both
Joly’s new policies as CEO, and more states turning to-
ward taxing internet transactions.

Conclusion

In conclusion, it seems that the introduction of
internet sales tax had a temporary negative effect on Ama-
zon’s stock prices. However, the effect was minimal and
was often followed by an increase that is quite common in
the history of Amazon stock. Since traders take a variety
of factors into account to come up with prices as well as
being a lagging indicator, it could have deviated the obser-
vations. In future analyses, it would be beneficial to con-
sider other factors in order to make better conclusions.
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Resistance in the Works of Kierke-
gaard and Foucault: Is Resistance
Really Possible in the 21st Century?

Colin Ferguson

We live in the era of global capitalism, existing as
a mere billionth of a population that is increasingly be-
coming servile to the will of about a hundredth. An inevi-
table question soon arises to anyone unlucky enough to be
participating in existence on Earth yet not having influence
in the direction of its development, and that question is
this: How do I resist this seemingly unshakable power that
is directing me when I can hardly even make myself heard
over its deafening white noise of a roar? And this question
is wholly valid. For, if we agree to basic democratic tenets
in a gigantic world such as this one, we’ll also have to ac-
cept the fact that we’re going to have little to no voice in
that world, except in very large numbers. Does the indi-
vidual die in this instance? Or is it possible to bend logic,
to make ourselves count somehow for more than just one
voice, to wield more than just imaginary significance?
Kierkegaard seems to assert this claim as true, but unfortu-
nately, I do not believe it to be possible. Even by more
traditional standards, allowing that everyone can speak
only for themselves, is such a thing as real resistance pos-
sible? That’s the question which I would like to address
today, and the one I would like to attempt to deny. I am of
the opinion that what passes as resistance in today’s world
is really nothing more than the necessary condition for the
power structure already in place, one that we buy into con-
tinuously by the very act of attempting to resist it. The
current ruling class in fact benefits from our too-
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predictable, ‘rebellious’ nature in which, by trying to un-
dermine that which represses us, we in reality do no
more than strengthen it.

The Present Age introduces us to Kierkegaard’s
pessimism regarding his contemporaries. He believed
himself to live in the most sterile, contrived cultural en-
vironment that had ever existed. This maddening type of
banality manifested itself in the form of a passive popu-
lation, one that could be expected to support the status
quo at all times. He lost faith in a public that failed to
resist where resistance was, to Kierkegaard at least, mor-
ally necessary. People fall into this trap all of the time:
the opinion of a group, even when it’s less than convinc-
ing to an individual, can appear more attractive to that
individual due to its association with the particular
group. To keep one’s integrity in the face of an oppos-
ing group opinion is, for Kierkegaard, the more difficult
yet morally superior decision. On the flip side, “the
principle of association, by strengthening the individual,
enervates him; it strengthens him numerically, but ethi-
cally it is a weakening,” (Kierkegaard 54). So it seems
obvious that, by Kierkegaard’s standards, popular opin-
ion stands contrary to real, vital action. But can this ac-
tion that he has in mind really be called resistance? Es-
pecially given the binary nature of the choices at hand?
It’s a big problem for me that Kierkegaard fails to desig-
nate the target of his critiques. It seems that he is intent
on resisting some sort of power, but I’m curious as to
what power is actually compelling him to write. If his
issue is with communicative society as a whole, for ex-
ample, then he is simply out of luck. If he has a more
specific target in mind, though, like a particular institu-
tion or individual, then compromises can surely been
reached. Itend to view Kierkegaard as a hormonal teen-
ager, dissatisfied with everything in general, but nothing
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in particular.

Also like a teenager, Kierkegaard embodies in-
wardness. His aversion to what he calls the “public” is
akin to a phobia. It seems to me that he disagrees with
the public out of principle, and not because he’s ever
tried to talk to any of them. If he had, he would know
that they were individuals just like him, capable of being
swayed by discourse and reason. He says himself that
the public consists “of unreal individuals who never are
and never can be united in an actual situation or organi-
zation — and yet are held together as a whole,” (34).

Why is he so against them then, if they can’t actually
act? Perhaps he is trying to resist their stasis, but this
seeming stasis disappears when you view the mass as no
more than a group of individuals, with particular feelings
and preferences just like Kierkegaard. Or perhaps, as I
want to hypothesize, Kierkegaard is simply acting on a
subversive instinct naturally present in humans. I think
his struggle to remain an individual in the midst of a
faceless public represents an existential crisis that we all
face in life. The only problem is that capitalism has
managed to translate this rebellious instinct of ours into a
formula, written for the benefit of the ruling class. Imag-
ine this scenario: a man owns two convenience stores
across the street from one another. Raising the prices in
one of his stores, he drives “clever” customers to seek a
deal across the road. Those that make the trek pay regu-
lar price but feel like they’ve saved a few bucks, while
those who choose to buy the marked-up goods at the oth-
er store simply line the owner’s pockets further. All the
while, no one notices that he’s running both sides. This
is what global capitalism is doing now. Its survival de-
pends on its ability to constantly change its strategic ap-
proach to drive customers (who think that they are run-
ning away) right back into its freshly disguised arms.

Foucault addresses this issue in his book The His-
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tory of Sexuality, Volume I. For him, the people resisting
status quo sexuality would be those with “peripheral”
sexualities; i.e., perverts, animal lovers and other fetish-
ists. However, engaging in these types of sexual expres-
sion also serves to reiterate and proliferate the practice of
state-sponsored bigotry, in response to these individuals.
These peripheral sexualities start to exist then on the
fringe, as groups of de-normalized freak accidents that, if
the ruling morality has any say in the matter, need to be
contained or converted. How can one resist if resistance
constantly strengthens the repressor? I’m reminded of
Slovenian philosopher Slavoj Zizek here: he says that we
profit from catastrophe (Examined Life). I think that in
the same way, isolating and scrutinizing perverts is what
keeps our sexual economy going. By denouncing the
likes of polygamy and homosexuality, we’re simultane-
ously promoting monogamous heterosexual relationships.
A tie to more modern times can be drawn here that takes
into account the adjustments to be made regarding con-
temporary sexuality. Where in the past it was considered
progressive to support LGBTQ rights, support has now
drifted into what is debatably general, mainstream moral-
ity. For example, the argument could be made that show-
ing such support today would be beneficial to a group
like the Republican Party, as far as appealing to the cen-
ter goes. In fact, one could almost make the case that lib-
eral agendas are becoming fashionable precisely because
they were previously subversive. In a way, supporting
LGBTAQ is one of the most politically conservative things
one can do, if we imagine that we are conserving politics’
historically transformative nature. It’s hard to make
sense of something so counterintuitive, which is precisely
the genius of the capitalist machine. This type of reverse
psychology, when fully understood, underscores and ex-
plains Kierkegaard’s frustration and inability to act. Ina
world like this, where everything means its opposite,
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what can anybody really do? Is resisting the resistance of
the status quo the only true rebellion left? Because then,
the norm is upheld! That seems too ridiculous to me.
Impossibility is the only option left for resistance.

Perhaps Foucault’s description of the power grid
could be useful here. The oppressive ‘public opinion’
that I’ve been talking about isn’t as simple as I’ve made it
sound, as if it were passed down from above by some
mighty, centralized power-on-high. On the contrary,
power for Foucault is “exercised from innumerable
points, in the interplay of nonegalitarian and mobile rela-
tions,” (History of Sexuality, 94). Instead of coming
from one source, public opinion really can only be spo-
ken of as being constituted of any particular arrangement
of individual opinions, exerting themselves laterally.
This is where Foucault could have taught Kierkegaard
something. Dissemination is important to this theory of
power, and it characterizes contemporary life more so
than it did in Foucault’s time. Power does not embrace
everything, but rather it comes from everywhere. Per-
haps Kierkegaard could have taken solace in this fact.
After all, he was exerting just as much power per-square-
inch as all other interests and objects in the world. But
what if, instead of empowering us, this dissemination of
power really just serves to oppress us in infinitely more
ways? [’m afraid that this is precisely the case.

There can be no true imbalance of power. Sure,
power exists as relationships between nominally
“nonegalitarian” parties, but everything balances out in
the end. This is because power is made up of equal parts
oppression and resistance. These parts simply exist in
different ratios in different locations at different times,
but ultimate cancel each other out. We like to imagine
that our individual influence has increased in modern
times. We participate in cultural society by way of social
media, blogs and text messages, and we feel positively
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liberated by all these avenues of disseminated power.
However, we must not forget that these very mediums are
oppressing us in equal measure. We tell ourselves that we
are free in the developed world to be able to broadcast our
opinions, via Twitter or what have you, but we find our-
selves more often than not acting as slaves to these re-
sources, checking them compulsively and forcing out our
own arbitrary contributions so as not to appear socially
stagnant. What route does one head down in this case, in
order to pursue true resistance? Whichever one they
choose will surely be usurped by the power grid, render-
ing it subversively meaningless after the fact. At the end
of this frustrating trail, we come to the realization that
we’ve been leading ourselves in circles. As simultaneous-
ly both passionate individuals and faceless members of
“the public,” we are the ones oppressing ourselves. Power
can come from no one else but us, and in a constant strug-
gle to resist what we’ve unwittingly created we chase our-
selves across this ethical desert. In the end, resistance is
impossible just as oppression is impossible, or at least
both are equally meaningless. This doesn’t mean that po-
litical or social change cannot happen, but we must aban-
don the idea that resistance precedes change. Oppression
and resistance are not what move history along, instead it
happens spontaneously, arbitrarily and incalculably.
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The Visible Invisibility:
A Study of the Racial Paradox in
Danzy Senna’sCa uc as i

Jason Herrera

In her novel Caucasia, Danzy Senna provides one
of the clearest examples that race is completely a social
construct. Senna’s coming-of-age tale shows not only that
whiteness does not exist, but also that race in general is
something that people are not born with: it is something
that is assigned to them by others. It does not seem to
matter what Senna’s main character, Birdie, identifies as
in the novel. In fact, Birdie seems to transcend race or has
no race to truly identify with. Her ethnic background is
literally black and white. Her mother is a blonde from a
wealthy WASP family; her father is black man who has
recently taken interest in the Black Power Movement and
has a hard time growing a respectable afro. A constant
source of argument between these two parents is not what
their daughters are, but what they could be. Cole, Birdie’s
sister, looks more African while Birdie “looks like a little
Sicilian” (Senna 23). Throughout the novel and depend-
ing on her location and the people who know her, Birdie
journeys though life “passing” as black, white or Jewish,
all the while never truly identifying with any race. She
acts as Senna’s poster child for the United States’ over-
whelming obsession with race.

Early in the novel, Birdie’s father, Deck, explains
that “in a country as racist as this, you’re either black or
you’re white. And no daughter of mine is going to
pass” (Senna 23). Deck’s words illustrate the US’s sordid
history with racial mixing. Antimiscegenation has been
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prevalent even in the court system with reasoning based
on pseudo-scientific facts. For example, in the mid 20™
century there were reports that “children of mixed racial
heritage were thought to be morally and physically inferi-
or to ‘pure’ blacks and more prone to diseases such as tu-
berculosis...in Perez v. Sharp (1948) the State of Califor-
nia argued before the California Supreme Court that anti-
miscegenation laws protected the larger social good be-
cause the children of racially mixed couples were biologi-
cally inferior” (Fryer 621). The US’s historic and deep
tension with miscegenation is constantly referenced
throughout Senna’s novel. Deck, who studies the history
of race in the US, “liked to joke to his friends that Cole
and [Birdie] were going to be proof that race mixing pro-
duced superior minds, the way a mutt is always more in-
telligent than a purebred dog” (Senna 22). Deck’s wife,
Sandy shares this philosophy. But despite this, Deck still
adheres to a binary system of race. This is most apparent
when the subject of Birdie and Cole’s education is
brought up.

While Birdie and Cole are young, they are home-
schooled. Sandy explains that “she wanted to keep [them]
safe from the racism and violence of the world” (Senna
22). But Deck decides to enroll the pair in Nkrumah, a
Black Power school. This is one of the first instances
where Birdie realizes that she looks significantly different
than her sister. A secretary at the school is surprised to
find out that she and Cole are sisters. When Birdie goes to
her class, her fellow students ask if she is Puerto Rican or
white. Birdie is not accepted by her peers until her visibly
darker sister vouches for her, and she becomes black by
association. She then physically changes to look more like
her peers at Nkrumah. She starts “wearing [her] hair in a
tight braid to mask its texture. [She] had [her] ears pierced
and convinced [her] mother to buy [her] a pair of gold
hoops like the other girls at school wore.” She even re-
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(134

learns how to say the word “’nigger’...dropping the ‘er’
so that it became not a slur, but a term of endearment: nig-
ga” (Senna 53-4). Birdie is trying to pass as black, but not
because she identifies as it. Rather, “when she is amidst
ethnically homogenous groups, Birdie becomes a chame-
leon, taking on the attributes of the majority in order to
protect herself from being ostracized or from the social
scorn” (Grassian 322). Senna is using Nkrumah to explore
the harmful effects of a binary racial system, albeit in an
atypical way. Cole is more easily accepted at this school
because she looks more African; Birdie trying to pass as
black is the reverse of the usual passing saga.

However, Senna does not seem to be fully against
these schools either. She uses Birdie’s experience at Nkru-
mabh to “criticize rigidity of socially legislated ethnic iden-
tity...in post 1970s America. While the school provides a
[sic] empowering atmosphere for its African American
student body...[it] does not tolerate ethnic differ-
ence” (Grassian 325). However, Birdie’s struggle to con-
form at Nkrumah is not just tied to race in the 1970s. Fit-
ting in is universal, and “social esteem is determined by
the peer group’s perceptions of a student’s type...this may
include patterns of speech, style of clothing, time engaged
in certain activities, music on their iPod, and so on” (Fryer
630). Senna illustrates that all Birdie needs to do to be
black—at least according to her peers—is to be perceived
as black. Her peers cannot accept Birdie’s mixed race be-
cause they cannot see it. They accept what they see, and
Birdie is able to change what they see. For Senna, race is
not a concrete scientific aspect of a person that can be de-
termined by a blood test or can determine what makes
people act the way they act.

When asked what her views were on a proposed
multiracial category for the US Census, Senna said:
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“When multiracial pride is used to uphold
an historical and depoliticized vision of race
in America...the idea of a separate multira-
cial category in many ways upholds a sim-
plistic, scientific version of race: If you mix
a white and a black, you get a biracial. If
you mix a Chicano and an Asian, you get a
Chic-Asian, as if race were simply like mix-
ing colors in a paint box. I'm not so much
interested in categorizing further, or adding
new groups, so much as I am interested in
deconstructing the premise of race it-
self” (Arias 448).

Birdie’s racial fluidity exemplifies Senna’s rea-
soning for deconstructing race. Further classification of
race would continue to propel a racial binary system
where people’s race “is ‘produced’ and ‘compelled’ by
enactments of race and by forces of interpellation...
individuals are called to be ‘raced’ in specific ways; this
call often takes the form of a requirement since the caller
occupies a position of authority” (Leverette 116). Birdie
is expected to perform certain acts and patterns that define
her race for her school, parents, friends and family. The
way she tries to pass as black at Nkrumah is a perfect ex-
ample of her answering her callers. All of these influences
act as the “authoritative callers.” Ultimately, Birdie is not
in control of her race. She cannot be mixed or colorless
because others do not allow her to be. When she is alone,
Birdie does not fixate on race because Senna is illustrat-
ing that race is not a constant; it is a variable.

Senna shows this when Sandy decides that she
needs to flee her home and change her identity to prevent
the FBI from arresting her. Sandy decides to take Birdie
with her rather than Cole solely because she could pass
for white. She explains that “the FBI would be looking for
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a white woman on the lam with a black child. But the fact
that [Birdie] could pass...with [her]...general phenotypic
resemblance to the Caucasoid race, would throw them off
[their] trail” (Senna 108-9). In this instance, Sandy is liter-
ally assigning her daughter’s race. Up until this point in
the novel, Birdie has been accepted by her peers as black.
Now, she is expected to become or perform as white. She
is going to the other end of the binary spectrum, and her
ability to do so illustrates the arbitrary nature of race and
purely race-based identity. Birdie’s naming is another ex-
ample of her seemingly futile quest for self-identity.

Birdie’s parents could not decide on a name for
Birdie, and her on her birth certificate her name is listed
as Baby Lee. She “has no official name. Like her racial
identity, what she is named depends on who’s doing the
naming” (Arias 449). When Sandy renames her daughter
“Jesse” and gives her fictional Jewish identity, she sets
into motion Birdie’s “movement towards post-ethnicity,
her first recognition that racial constructions are made
through comparisons with others and are determined by
place” (Grassian 329). Birdie has been “acting black™ for
years, but when she is clearly able to see that she is ex-
pected to act Jewish, she realizes that race is performative.
She explicitly states that her “Jewishness was like a per-
formance [Sandy and she] put on together for the pub-
lic” (Senna 119). Birdie experiments with this perfor-
mance later in the novel by creating an impromptu racial
background with some children she meets at a lake in a
town in New Hampshire that she and her mother settled
in.

When the group asks her where she is from, Birdie
says that she is from India. She continues to lie and ex-
plain that her real parents have left her in the care of
Sandy and Sandy’s new beau, Jim. She explains that she
is actually a princess and continues to tell her story until
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Jim reprimands her. He then asks a question that is burst-
ing with irony: “Jess, you know lying’s not cool. Now
why don’t you tell these kids the truth?”” (Senna 157-9). In
this instance, Birdie is painfully aware of how little the
“truth” matters in terms of racial makeup. Birdie has many
stories that are expected to be and are told as truths. To
herself, she is Birdie. To Jim, she is Jesse. He believes her
Jewish background to be the truth because both Birdie and
Sandy have been performing/passing. Jim cannot see her
African American heritage because he can only see what
has been presented to him. When Sandy allows Birdie to
not answer, Jim says another line full of irony: “I don’t
know what your childrearing methods are, but allowing
her to lie like she does just isn’t good for her” (Senna
159). If anything, Jim’s statement sums up Senna’s feel-
ings toward racial classification. It questions whether
Birdie has been lying throughout the book. She does not
identify as black, white or Jewish, yet she works on play-
ing up any of these ethnicities depending on her surround-
ings.

Later in the novel, Birdie further questions her eth-
nicity during an encounter with a mixed-raced girl named
Samantha. She feels the need to confess her true identity
to this girl at a party, but she quickly stops this from hap-
pening. She initially says that she is not really Jewish, but
she then says that her “mom’s not really Jewish. She has
to be Jewish for [Birdie] to be Jewish, really.” This gets
Birdie to wonder “if the same is true with blackness. Did
you have to have a black mother to be really black...
maybe that made [her and Cole] frauds” (Senna 242).
Birdie’s musings could all boil down to questioning what
makes someone a certain race, but she seems more fo-
cused on identity than anything else. She works so hard at
being perceived as black at Nkrumah and being perceived
as Jewish in New Hampshire that she loses herself in the
process. Her attempt to reach out to a fellow bi-racial girl
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is an attempt to reclaim a sense of identity. When she asks
Samantha what color she is, she says that she’s “black.
Like you” (Senna 242). Birdie has trouble being seen as
black, but not because she is ashamed or afraid; she does
not know what to be or what to identify with.

Birdie lies again when she returns to Boston to
track down her father and sister. She has been passing for
so long that it seems that her “staged identity [became]
more real than [her] previous identity” (Grassian 331).

She worries that although “the name Jesse had
been a lie...[she] wasn’t so sure the girl Jesse had been
such a lie.....[she] wondered if whiteness were conta-
gious” (Senna 280). Birdie has a difficult time finding
meaning in the traditional black/white binary of race par-
tially because of the expectations surrounding her, but
Senna describes Birdie as racially ambiguous for a reason
other than just needing her paler skin as a feasible plot
device for passing as white. Cole can more easily fit into a
binary because she looks distinctly more African Ameri-
can, but Senna explains that with “Birdie, people see what
they want to see. Like a Rorschach test, where a person is
shown amorphous ink-blot images and has to say what
image or emotion each design evokes, Birdie’s ambiguous
features reveal people’s hidden racial desires” (Arias
449). Birdie is a canvas for others to project whatever race
they wish to project on her. Samantha sees her as black,
whereas Jim sees her as white because that is what each
wants to see in her. It is not what she is born as that mat-
ters. And this is why Senna wishes to deconstruct race.
Race is a concept to Senna, invisible to all but simply
willed into being.

In the final act of the novel, Birdie reconnects with
her paternal aunt, Dot. Dot has recently returned from In-
dia. She is one of the few characters to accept Senna’s
view of race. When Dot returns to the US, “she refuses to
submit to ethnic categorization...Dot’s rejection of race is
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a brave one” because although most people acknowledge
that race is not biologically real, race has “very real conse-
quences” (Grassian 332). This paradox is where Birdie’s
struggle with racial identity stems from. When she’s
alone, it does not matter what race Birdie is. But everyone
around her places such importance on a concept so fragile
that Birdie is able to be at both ends of the seemingly con-
tradictory black and white race spectrum. Though her
journey, Birdie finds that race is something that does not
really matter to an individual, but has great influence on a
group.

If Senna’s ultimate goal is to deconstruct the no-
tion of a rigid racial classification, then the last paragraph
in her novel illustrates Birdie’s attaining of that goal.
Birdie has just reunited with Cole and is planning to visit
with her mother. She looks into a school bus and sees a
variety of ethnicities. She then sees a mixed-race girl.
She’s about to wave to the girl, but she does not. The nov-
el ends with Birdie watching the bus leave, “just a blur of
yellow and black in motion” (Senna 353). She does not
wave to the girl because “she prevents herself from identi-
fying with....[her] and in the process rejects racial catego-
rization. The blurred colors of the bus further illustrate
this. Rather than seeing “set color or ethnicity, Birdie sees
ethnicity as permeable categories” (Grassian 335). In this
final scene, Senna is not depicting a harmonious ethnic
rainbow that still has distinct constant colors; she is de-
picting a fluid scene where race is blurred and not con-
cretely defined. She has Birdie realize that race is not
something that is inherent, it is assigned, and Birdie will
no longer take part in assigning it to others.
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No Fighting in the Sea:
P 0 n yn&iolence in American
Culture

Matthew Hester and James Cooper

The American cinematic tradition is one of in-
credible violence. Since the medium’s earliest days, di-
rectors like William S. Porter and D.W. Griffith found
visceral pleasure in depicting acts of violence on screen,
filling their most popular films with scenes of bold,
shocking, and even offensive displays of masculine
clash. Their work inspired countless generations of peo-
ple, giving birth to a nation of filmmakers and cinephiles
obsessed with swashbuckling swordfights, tense six-
shooter duels, deranged psycho killers, massive explo-
sions, and underground thuggery. Today, American di-
rectors like Quentin Tarantino and Michael Bay indulge
this national desire for man-on-man brutality, often mar-
keting their films solely on how much violence they
contain. In fact, most of the country’s top franchises
contain copious amount of aggression, from New Holly-
wood holdovers like Star Wars to modern sensations
like Harry Potter, The Hunger Games, and the Marvel
Cinematic Universe. Violence even defines many of
America’s most popular film genres, from explosive ac-
tion spectacles to bloody splatter flicks. In America, vio-
lence is not only a part of cinema, it is one of the medi-
um’s most pervasive aspects. It should come as no sur-
prise, then, that violence permeates children’s films as
well. Despite their family-friendly image, most Ameri-
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can films targeted at children are incredibly violent, rang-
ing from the moralistic clashes of Disney movies to the
aggressive slapstick of DreamWorks fare. Through their
violent displays, these films entertain, enchant, and edu-
cate us, engrossing our minds with their spectacular dis-
plays of aggression. They become an integral part of our
childhood and so, too, does their violence. But is that a
good thing? Well, if we take seriously Japanese director
Hayao Miyazaki, perhaps not. In Ponyo (2008), Miyazaki
repudiates this “culture of violence” altogether, commen-
tating on bestial gentility by limiting his depiction of ag-
gressive actions. As such, comparing his work to Ameri-
can films and culture is more than appropriate. Through
its tempered representation of aggression, Ponyo de-
nounces the values of traditional children’s cinema and
critiques the American culture of violence.

In film, what constitutes violence? According to
Brigham Young University professor Sarah M. Coyne
and student author Emily Whitehead, American media
consistently illustrates two forms of aggression: Physical
and Indirect (383). Physical aggression constitutes acts of
direct violence, while Indirect Aggression “is a manipula-
tive form of aggression...often initiated under the cloak of
anonymity” (Coyne and Whitehead 383). In other terms,
Physical Aggression denotes such acts as fighting and
physical abuse, while Indirect Aggression denotes such
acts as gossiping, social exclusion, and emotional manip-
ulation (Coyne and Whitehead 383-84). Moreover, Coyne
and Whitehead posit that American children’s films de-
pict both forms of aggression in abundance, citing Har-
vard research that found “at least one violent act” and of-
ten “vastly more” in “74 G-rated animated films” and
coding “584 acts of indirect aggression” in their own
study (383-88). Though the titles in question often assign
acts of violence to villainous characters, many films justi-
fy aggression when perpetrated by the “good guys,” ex-
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amples being Peter Pan’s (Bobby Driscoll) physical alter-
cations with Captain Hook (Hans Conried) and emotional
chastisement of Tinkerbell (Margaret Kerry) in Peter Pan
(Clyde Geronimi, Wilfred Jackson and Hamilton Luske,
1953), Shrek’s (Mike Myers) pummeling of castle guards
and emotional taunting of Donkey (Eddie Murphy) in
Shrek (Andrew Adamson and Vicky Jenson, 2001), and
Vanellope’s (Sarah Silverman) jocular debasement of
Ralph (John C. Reilly) in Wreck-It Ralph (Rich Moore,
2012). Though skilled at hiding their allegiances, Ameri-
can children’s films revel in violent content.

Miyazaki, however, does not. Though no stranger
to violence in his work, Miyazaki’s title in question whol-
ly disowns this American obsession with aggression. Po-
nyo follows Sosuke (Frankie Jonas), a young boy who
stumbles upon a magical goldfish he names Ponyo (Noah
Cyrus). A child of sea sorcerer Fujimoto (Liam Neeson),
Ponyo desires to be human and, by dint of her magic pow-
ers, temporarily transforms into a young girl. Lisa (Tina
Fey), Sosuke’s mother, takes Ponyo in, and the two chil-
dren grow incredibly close. However, Ponyo’s unbridled
magic use overthrows the balance of nature, forcing the
film’s seaside locale into a state of panic. To rectify the
situation, a distraught Fujimoto resigns to Ponyo’s wishes,
transforming his daughter into a full-blown human girl
free from the bonds of magic. Upon examining the film’s
main character, Ponyo’s disavowal of violence becomes
clear. Though Sosuke is a young child, meaning he will
occasionally pout or cop an attitude, he never revels in
aggression. Unlike the sarcastic glitch, quick-to-anger
ogre, and adventure-loving lost boy, Ponyo’s protagonist
is mild-mannered and nice. Instead of violence and cruel-
ty, Sosuke enjoys good food and good times, friendship
and family, peace and happiness; instead of aggression, he
indulges his love of life. The film reinforces this theme
early on. When Sosuke first meets Ponyo, he cuts his fin-
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ger on a rock. Soon after, Ponyo licks the bloody wound,
healing the cut. While many children’s films wallow in
dirty, destructive, and aggressive acts, Ponyo does not;
instead of encouraging violence or telling the wounded to
“tough it out,” the film respects life, handles it with care,
and actively protects it.

When compared to American films of a similar ilk,
Ponyo’s renunciation of violence illuminates even more.
Miyazaki’s film is a loose adaptation of Hans Christian
Andersen's The Little Mermaid (1837). As such, Disney’s
1989 adaptation of Andersen’s work, The Little Mermaid
(Ron Clements and John Musker), begs comparison. Be-
tween the two films, the quantitative difference in violent
content is immediately apparent. Whereas Ponyo estab-
lishes itself as a movie of calm appreciation, The Little
Mermaid establishes itself as an incredibly violent affair.
While Ponyo opens with a sequence surveying the film’s
magically-enhanced sea, The Little Mermaid opens with
sailors trawling for fish while singing a spirited sea shan-
ty. While Ponyo’s opening admires the sea’s wondrous
creatures, The Little Mermaid’s opening admires manly
men who capture animals to later be devoured. This trend
expands to each film’s world in general. For example,
though friendly creatures fill Ponyo’s sea, a variety of
mean, dangerous, and incredibly violent creatures fill The
Little Mermaid’s ocean; while Ponyo depicts jellyfish that
do not sting, The Little Mermaid depicts a thrashing shark.
Moreover, while the humans in Ponyo readily accept Fu-
jimoto’s magical daughter, the humans in The Little Mer-
maid care not for underwater life, treating the titular sea
dweller and her friends with distrust and reckless aban-
don. Most telling, however, is each film’s sense of humor.
In Ponyo, Miyazaki finds humor in everyday life, such as
when Ponyo encounters a baby for the first time. As Po-
nyo attempts to understand the child, we chuckle at the
scene’s realistic silliness. On the other hand, The Little
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Mermaid finds humor in violence. The film continually
pokes fun at non-aggressive characters, those “poofs” and
“scaredy-cats” who worry, fret, and refuse to act violently.
Are you prone to seasickness? Afraid to explore aban-
doned places? Better avoid this film’s world. More obvi-
ously, The Little Mermaid’s seventh musical number, Les
Poissons, is a two-minute joke highlighting a “hilarious”
chef who derives near-orgasmic pleasure from crushing,
pounding, and chopping up sea creatures. The distinction
between films needs no further clarification: The Little
Mermaid loves violence, Ponyo despises it.

That is not to say, however, that Ponyo depicts no
aggression whatsoever. Rather, it severely limits its vio-
lent content. By doing so, the film levies critique against
American culture. In the words of Joseph Q. Davis,
Magee Rehabilitation Hospital’s community outreach and
prevention coordinator, American “society has raised one
or two generation of children who believe it is acceptable
to hit one another....children today believe that if they do
not defend themselves when attacked, there will either be
repercussions from their families when they arrive at
home or they will be ridiculed by their cohorts—possibly
even both” (8). America promotes a culture of violence, a
society in which “if someone hits you, you better hit
back” (Davis 8). Since children’s films endorse acts of
aggression, one should not be surprised that young people
perceive violence as a positive trait. When The Little Mer-
maid preaches that masculine sailors rule and scaredy-cats
“drool,” that violence is awesome and poofs are laugha-
ble, many children will believe it. Films affect a society’s
morals and, if children’s films uphold aggressive values,
many young viewers will as well. In Ponyo, Miyazaki
criticizes this culture of violence through its portrayal of
Fujimoto and Lisa. While Sosuke reflects the values of
love and appreciation, Fujimoto and Lisa reflect values
endorsed by aggressive societies. To start, the film por-
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trays Fujimoto as an overbearing, worrisome parent prone
to violent outbursts. For Miyazaki, it is Fujimoto’s aggres-
sion that delays the story’s happy outcome, not Ponyo’s
thirst for humanity. In the same way, the film berates Lisa
at every turn, continually emphasizing her violent tenden-
cies. When Lisa drives, she is a speed demon, endangering
everyone with aggressive abandon. When her husband
cannot return home one night, Lisa flies into a fit of rage
from which Sosuke must calm her, his compassionate val-
ues healing her violent ones. Ponyo parallels this conflict
with Toki (Lily Tomlin) and Yoshie (Betty White),
Sosuke’s surrogate grandmothers. Usually seen together,
the two women’s personalities often clash; Toki’s para-
noia and hot-headedness is consistently at odds with Yo-
shie’s kind, fun-loving nature. Just as American cinema
indulges violence, Toki gives into her miserly anger; just
as Ponyo disavows violence, Yoshie never gets angry. The
film completes its critique with its portrayal of happiness.
Throughout the film, Sosuke and Yoshie exhibit signs of
contentment while Lisa, Fujimoto, and Toki do not.
Though no character is miserable, violent characters are
noticeably less happy than their non-aggressive acquaint-
ances. Here, the message becomes crystal clear: the ag-
gressive system of values upheld in America is detri-
mental to a person’s prosperity and livelihood. The culture
of violence stifles happiness.

Violence is, and has always been, an integral com-
ponent of the American children’s cinema. In fact, most
beloved Disney, Pixar, DreamWorks, and Don Bluth films
feature violence prominently, wrapping character traits,
plot-points, and even entire stories around acts of Physical
and Indirect Aggression. Animated hits like Peter Pan,
Shrek, Wreck-It Ralph, and The Little Mermaid all rein-
force violent ideals, their heroes conquering evil in bouts
of aggression, making jokes at the expense of others, and
personifying the culture’s incredibly virulent values.
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However, with Ponyo, Miyazaki denounces the
violence present in American children’s films. By featur-
ing a non-aggressive protagonist, Ponyo disowns violence,
indulging instead a love of life and humanity. Moreover,
the film’s tempered portrayal of aggression serves as a
critique of the American culture of violence. Ponyo re-
bukes the aggressive values propagated in America by
contrasting the positive effects of family, appreciation,
and love with the negative effects of violence. The film
rejects the notion that aggression goes hand-in-hand with
success and happiness, arguing instead that violence
serves only to stifle an individual’s livelihood. Ponyo is an
alternative to the American children’s film, a unique work
that champions affability and tranquility instead of vio-
lence and aggression. It is a celebration of humanity, a
defense of life’s preciousness, and a perfect example of
how to entertain audiences without resorting to violence.
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Beauty or a Beast:
A Close Examination of the Novel
and Film AdaptationofBe ast | vy

Abigail Vestal

Alex Flinn is a young adult novelist interested in
remaking classical fairy tales and placing them into the
basic and modern settings of today. Through her research
of many different varieties of olden tales, such as Beauty
and the Beast, Sleeping Beauty, etc., Flinn recreates her
own version as a fresh novel fitted and modeled for teen-
agers. Her mission is to keep in key elements of the bed-
time stories we all know and love as Disney films by
providing reason and explanation. This paper’s focus will
not pertain mainly on Flinn’s recreation of Beauty and the
Beast into the bestselling novel, Beastly, an adaptation in
its own right, but also into the 2011 film adaptation di-
rected by Daniel Barnz starring Alex Pettyfer and Vanessa
Hudgens.

The novel does a wonderful job at tailoring the
timeless tale of a selfish prince transformed into a mon-
strous beast who must find true love to break his spell. A
young, beautiful girl, who the beast holds as prisoner in
his castle, may be able to break it, but who could ever love
such an ugly beast? In Beastly, the selfish prince is a
wealthy, high school student, Kyle Kingsbury. He is the
son of a famous and handsome news anchor, attends one
of the richest schools in New York City, and is due to be
crowned king for the school’s spring dance. He is confi-
dent and prideful without any doubt that because of his
father’s money and his personal good looks that he is al-
ready the winner and prized prince.

Until Kendra Hilferty comes along.
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Flinn introduces a special character inside Beastly
that is mostly overlooked in previous adaptations: the en-
chantress that curses the beast for his ugly heart. Kendra is
disguised as what Kyle considers a “Goth freak” (12,
Flinn), but later she reveals her true and beautiful form as
she curses Kyle for his snide and cruel ways. He is cursed
with a physical transformation that includes thick fur cov-
ering his body, clawed fingertips, fangs that barely fit in-
side his mouth, and a harsh, growling voice that sounds
animalistic and threatening rather than human. Trapped in
his new form, Kyle has two years to find a girl who will
return his love and kiss him to break the spell.

Flinn’s adaptation beautifully weaves together to-
kens and elements of the story: the beast’s rose garden, his
castle (which is an empty mansion where Kyle keeps out
of the public eye), the magic mirror, but most importantly
a beautiful and intelligent girl who is predestined to break
the spell. Flinn takes us through Kyle’s transformation
that not only affects his physical appearance but the long
and isolated journey that hardens his outlook on life as a
monster who must be kept away with only a maid and a
blind tutor to keep him company. His father supplies him
the mansion and money for anything he could want or
need, but otherwise his father abandons him and goes on
in his news anchor work, forgetting about his only son and
family. Kyle renames himself Adrian, realizing that Kyle
means “handsome” whereas Adrian means “dark one.” In
his eyes, it is a suitable change now that he is not the
handsome high school prince he once was but a hideous
creature who prowls the city streets only at night.

The only thing he has to live for are the books he
reads as well as the roses that he tends to yearlong in the
glass house he makes with his own hands. They are the
only thing beautiful things in his life now, crediting his
rage and fury when a burglar attempts to break into his
greenhouse one night. He threatens the burglar, a drug ad-
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dict who fears for his life, and in order to save himself, the
intruder offers the unthinkable: his daughter, Linda.

Adrian remembers Linda, a mousy girl who went
to his school based on scholarship rather than money like
all of the other students. She is quiet and always spends
her free time in the library or studying. Her father is an
abusive drug addict, but through his mirror, Adrian has
watched her take care of him in between reading and do-
ing homework. In return for sparing the man’s life and his
drugs, Adrian agrees to take Linda and have her stay with
him. He sees that this is his only chance to break the spell.
With some support from his maid, Magda, and tutor, Will
Fratalli, he prepares her a room and a new life.

Adrian is blindsided when Linda does not take
warmly to her new “home.” After all, she is forced by her
addict father, whom she cared so much for and underwent
abuse by, to go there for his own selfish reasons. After her
father leaves, she spends much of her time in her room.
She is only comforted by the small library that Adrian has
supplied her with as well as her journal. Otherwise, she
argues against Adrian, who grows angrily frustrated at her
door when she refuses to join him for dinner.

Little by little, Adrian learns patience and calm-
ness. He allows Linda to have her space and time, and
soon they wind up together, alone, in the living room as
he is watching The Princess Bride. From this moment,
Linda grows more accustomed to his beastly appearance,
and later Adrian takes her to the snowy hills where his
father had taken him for skiing vacations years before.
There Adrian and Linda grow more fond of one another,
although by this point Adrian has made it clear that he in-
deed is falling in love with Linda. It is now all about hav-
ing Linda return his feelings, but at this point, Adrian no
longer talks about breaking the curse but wants someone
as kind and gentle as Linda to accept and love him, too.

We are led to believe that everything will go ac-
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cording to plan until Adrian allows Linda to use his magi-
cal mirror to see her father again. They see him passed out
on a street corner, possibly overdosed. Grudgingly, Adrian
tells Linda that she should go to him. Painfully, they part
and Adrian once again inclines to being a beast forever,
hopeless that he will have another chance to break his
curse.

After they return to the mansion many weeks later,
Adrian is resigned. Kendra appears to him in the mirror
and urges him to seek out Linda. Finally, he checks his
mirror, able to see that Linda is in danger as she is pulled
into an alleyway by a strange man. Adrian risks every-
thing: he goes out and charges the city, frightening many
people who try to capture him or hurt him, but with Linda
in danger he makes it to the street he saw her on. Once he
finds her and her attacker, he fights the man but is shot.
As he lies on the floor, dying, he asks Linda for one kiss
to make his end easier. Linda does so, and the room is
filled with rose petals as Adrian awakes, no longer half-
beast but as the handsome Kyle he was before.

Flinn’s adaptation is well thought out and precise-
ly planned to not let down the reader or any lover of this
particular fairy tale. However, director Barnz took Flinn’s
twist and shaped it into something else new and different.
Dr. Marc DiPaolo, in his text of Emma Adapted, states
important issues about how to look at an adapted films:
“What kind of relationship does the adaptation have to the
source novel? Could that relationship be viewed as any-
thing but parasitic if the eventual determination is that the
original is “better” after all” (10, DiPaolo).

Using the overall plot more as a somewhat loosely
based guideline, Barnz definitely shifts Flinn’s novel into
a new form that would play for a more variety of viewers
rather than only for the smaller summation of readers. Ma-
jor changes are contorted into Beastly’s plot and overall
design. Kyle is still the bratty social prince of his high
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school, as well as Linda is still the unpopular, scholarship
student, but the changes are undeniable. Kyle’s transfor-
mation has nothing to do with fur, fangs or claws; instead,
he loses his hair and is covered in a stream-like work of
tattoos and piercings. His time marker is a tattooed tree on
his wrist that blooms roses. Linda, also, has her character
redone in the film. She becomes more involved with Kyle
before she is forced to live with him. They meet on more
than one occasion with livelier interactions; they take a
picture with each other at the dance (rather than sharing a
small conversation at the ticket table as in Flinn’s novel)
and meet again and have a small conversation about ro-
mance after Kyle’s transformation.

Other major changes include Linda’s father, who
in the book is an abusive and angry addict but in the film
is shown as more kind and gentler. He does not break into
Kyle’s home but is caught up in a fight on the street out-
side his home. Linda interferes and the opposing man
swears to them he’ll come back to kill her as revenge.
Kyle oversees the event and promises Linda’s father that
he’ll keep her somewhere safe for the time being. Alt-
hough Linda still resists in the film against her
“imprisonment,” the events of them falling in love and
growing closer is also changed through different events.

According to Linda Seger, author of The Art of
Adaptation: Turning Fact and Fiction Into Film:

“A best-selling book might be read by a mil-

lion readers, or perhaps four to eight million

if it’s one of the biggest sellers. ...but if only

five million people go to see a film, it will

be considered a failure... Films and televi-

sion shows need to satisfy the masses to

make a profit. Novels and plays have a more

select audience... But the transition to film
requires that the material be accessible to the
general public” (5, Seger).
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Here is our key to making a profit to the general
masses (the general mass for this film comprised mostly
as teenagers): instead of a beast with fur and claws, some-
thing without lips that any girl would never want to kiss,
we have a still human-looking guy who has a rougher ex-
terior because of the ink work on his skin as well as some
scarring and piercings. By this change, it is easier to watch
as Hudgens, who is a general actress for playing the quiet
type girls on screen, befriends and grows closer to her
captor. It is easier as something to view instead of an intri-
cate theme to mull over and digest.

Seger also states: “Choices need to be made.
Among all the themes, which is the one I want to explore?
Among all the characters, whom do I consider the most
important? Adaptation demands choice...much material
that you love may be let go” (9, Seger). Here we have rea-
son behind why many smaller details were cut from the
film; time and money is limited. We must say goodbye to
the details of the magic mirror and the times Adrian uses
it, an extra Halloween party in which Adrian maims a girl
who tried to dismantle his “costume,” and much of Adrian
and Lindy’s tutored time with Will. We also lose the fas-
cinating excerpts of Adrian visiting a computer chatroom
that is an “unexpected change” therapy group run by a
man whose screen name is Mr. Anderson. This chat group
includes other fairy tale characters who all discuss about
the changes they have underwent, all mostly to do with a
certain witch, as well as changes they want to undergo
(there is character here named Silent Maid who talks
about her decision into losing her fins for human legs).

The film attempts to make its adaptation of
Flinn’s novel by appealing more to the general audience,
but it is a vain attempt. Already Flinn’s book is an adapta-
tion, so what happens when we adapt an adaptation? The
story becomes withered and lost. The writing and acting in
the film are weak and the story’s new elements are hollow
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without the strong fairytale-esque details that are cut from
the novel. Without the beast being something ugly and
possibly repulsive, how worthy is the kiss that breaks the
spell? Instead of dying on the ground after saving Linda,
the only risk posed to Adrian in the film is that he will
stay in his form as Linda goes off on a trip she had been
saving up for the entire year. He lets her go, and luckily
Linda says, though quietly, that she loves him. The film’s
storyline is all in the romantic stares between Pettyfer and
Hudgens as they share sweet, spoken sonnets back and
forth in the greenhouse. It falls short of the book’s pro-
gressiveness.

It is a known fact that if you love the book, you
should never watch the film. Reading a novel is not only a
creative process for the writing but also for the reader. The
reader recreates the writer’s descriptions of character,
place, and setting in their head, using their own imagina-
tions to “see” in their mind what everything is and how it
should be. Films will never satisfy every reader, and be-
cause of so many changes that have to be made, it may
dishearten or offend them. This does not mean that all ad-
aptations are doomed; every so often, an adapted film can
revive a novel for both those who have read it and those
who watched it first and choose to read the book later. It
can create bigger franchises, but this does not mean that
we should be satisfied when an adaptations, that always
appear beautiful, turn out to be a beast that claws and tears
apart a story of unique qualities and promises.
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Jack Cole: An Innovator Behind
the Scenes

Sydney Vila

"To be creative you have to contribute something
different from what you've done before. Your results
need not be original to the world; few results truly meet
that criterion. In fact, most results are built on the work
of others."

- Lynne C. Levesque, Breakthrough Creativity

How did Jack Cole influence the American enter-
tainment industry that is seen today? Jack Cole is not a
name usually listed alongside the legendary figures of
entertainment. He is not a Tony award recipient, nor did
he choreograph a piece of work that became a staggering
success. However, his contributions over time would
have a major ripple effect for the arts. Jack Cole, a rather
unknown innovator, blended various techniques to con-
tribute a fresh style to dance and entertainment, which
highly influenced the works of other artists and further
developed the world of show business seen today. An
analysis of Cole’s history and his impact on the arts will
be clearly described.

Jack Cole was born on April 27, 1911 as John
Ewing Richter in New Brunswick, New Jersey. The
facts of Cole’s childhood are difficult to convey accu-
rately because it was known that Cole liked to exagger-
ate and tell stories. Cole’s father either died or disap-
peared when Cole was young, so he adopted the last
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name Cole when his mother remarried. He experienced
difficulties in his adolescent years, which would prove to
be the root source of his anguish and pain growing up.
Cole was hospitalized after a trauma in his youth, motivat-
ing him to improve his physical strength and health. He
also lacked self-confidence from being teased for an eye
problem that left him looking cross-eyed. In 1921, Cole
joined a military academy called Newton Academy. He
was maturing quickly during these years, but still longed
for love from his family. Barton Mumaw states, “If you
look at some of Jack’s movements, at the force in them
and where it’s directed, you’ll see a lot of hurt and a lot of
fight. It’s aggressive, and there’s a deep resentment. Jack
was a fighter, but it was fighting out of a fear of being
hurt” (Loney 26-29, 33, 35).

Cole’s childhood had a deep impact on his adult
life and ultimately his career as a dance choreographer.
Similar to other great masters of jazz dance, Bob Fosse
and Luigi, Cole’s movements were impacted by his life
experiences. He drew from the pain he experienced while
he was young and reflected these emotions in his stylistic
choices. Cole later attended Columbia University but soon
took control of his own schooling to educate himself on
all things dance related (Loney 35).

Ted Shawn first discovered Jack Cole’s potential
and Cole joined the Denishawn House in 1930 (Loney
40). Ruth St. Denis and Ted Shawn significantly influ-
enced Cole’s artistic abilities. Cole built very close rela-
tionships with these two individuals, who led some of the
most skilled modern dancers in America during this peri-
od (Loney, 40). He trained, performed, and toured with
Denishawn. He later joined the Charles Weidman and Do-
ris Humphrey troupe where he continued to perform and
improve his art (Loney 58). Although Cole was a difficult
student because he was constantly late and unpredictable,
he took it upon himself to collect books and articles focus-
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ing on dance to expand his knowledge on the subject
(Loney 58-59). He sought out various dance methods and
styles by learning Cechetti ballet, studying with Luigi Al-
bertieri, and training with La Meri for Indian dance
(Loney 59). By increasing his repertoire of dance tech-
niques, including modern, ballet, and oriental styles, Cole
developed a style of his own. He began dancing in night-
clubs and stood out among other performers with his in-
ventive dancing (Loney 70). From Radio City and the
Rainbow Room to Roxy’s and Casa Manana, Cole was
tremendously popular and continued to gain work (Loney
74).

Starting in 1944, Cole led a dance troupe for Co-
lumbia Studios (Driver 171). His dancers were constantly
challenged by his emphasis on technique, stamina, and
dynamics. Cole stressed the meaning behind the move-
ments to the artists with him, because it was important to
him that they appreciate the work. Since Cole was so
deeply focused and passionate about his craft, he expected
the same from those he taught. The dance troupe would
appear in numerous films. Cole’s dancers were sought af-
ter by many industry professionals due to their expertise
and unique style. Ian Driver states in A4 Century of Dance
that “Cole’s training programme included classical ballet
as well as Eastern forms of dance, and his choreographic
style was very dramatic, controlled and demanding, and
he is sometimes credited with developing the first form of
jazz dance ideally suited to musical theatre” (171). A dis-
tinctive trait of Cole’s was to transform basic, everyday
steps into theatrical movements. This method was and still
remains distinctly useful when propelling a storyline and
illustrating a script with dance. Similarly to the way Bal-
anchine developed ballets to classical music, Cole was
among the first to create works stimulated by jazz music
(Giordano 53). He was inspired by music and trends, and
made clever choices in his choreography after studying
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the material.

The Jack Cole style joined ideas from Harlem, Af-
rica, India, and the Caribbean (Fristoe, “Choreography by
Jack Cole”). His choreography was dynamic yet con-
trolled. There was a sense of heightened energy lurking
behind each dance movement. Sometimes the performers
would burst out with sudden moves, all the while remain-
ing cool and collected. He was known for using large
leaps and knee slides for men and sensuous, detailed mo-
tions for females (Fristoe, “Choreography by Jack Cole”).
Level changes, sharpness, use of the hips, and strong ener-
gy were common qualities of Cole’s work (Russell-
Stanley, “Fathers of Jazz Dance”). His dancers were usu-
ally required to maintain a grounded feeling and experi-
ence true artistic emotion to further enhance the perfor-
mance. Cole had an innate skill for visualizing the entire
scene. Along with encouraging the personal connection of
each character, he developed an external environment to
portray the story. Cole dazzled audiences by filling empty
spaces and coordinating large group sequences very suc-
cessfully (Loney 211). This talent is valuable in the busi-
ness today because many audiences desire flashy and ad-
vanced shows that will enthrall them from the start.

Another Jack Cole specialty was his ability to turn
chorus girls into sultry bombshells. Cole’s repertoire of
choreography includes various works in theatre and film.
Beginning in 1950, his Broadway credits include Alive
and Kicking, Kismet, A Funny Thing Happened on the
Way to the Forum, Foxy, and Man of La Mancha (Fristoe,
“Choreography by Jack Cole”). In addition, Cole choreo-
graphed for various hit movies and worked with several
Hollywood stars. In 1945, Cole directed Rita Hayworth’s
moves in Tonight and Every Night, which included se-
quences of Cole and the famous routine, “You Excite
Me” (Fristoe, “Choreography by Jack Cole”). Gilda in-
cluded possibly Hayworth’s most famous routine, “Put the
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Blame on Mame” which was staged by Cole, although he
did not receive credit for this work (Driver 169). Cole was
able to showcase her darker and more erotic qualities in
this number. When Cole worked for Fox, he choreo-
graphed Betty Grable in On the Riviera and Mitzi Gaynor
in There’s No Business Like Show Business (Fristoe,
“Choreography by Jack Cole). One of Cole’s masterpiec-
es, Gentlemen Prefer Blondes, sparked the dynamic col-
laboration between Jack Cole and Marilyn Monroe
(Fristoe, “Choreography by Jack Cole”). Though Monroe
was not a trained dancer, Cole created a sensuous identity
for the megastar through the simple use of body language,
shimmies, and musicality. Cole produced various other
works and continued to impact other artists with his
unique choreographic style.

Interestingly enough, many within the industry
may not know that Gwen Verdon studied closely with
Jack Cole before working with Bob Fosse. She was part of
his dance troupe and appeared in many of his films as the
leading background dancer. After advancing through
Cole’s rigorous training methods, Verdon continued to
assist him for several years (Driver 177). Verdon brought
her dance knowledge and background with Cole and ap-
plied it to her work with Bob Fosse. She was able to in-
corporate her technique into the creativity of Bob Fosse
(Driver 177). Thus, Fosse was impacted by Jack Cole and
certain Fosse qualities and moves can be traced back to
Cole. Another distinguished choreographer, Jerome Rob-
bins was also influenced by Cole’s innovative work. Rob-
bins admired Cole’s style and studied it from a distance.
Robbins was not a student of Cole’s but would watch and
learn as Cole would choreograph for film and nightclubs
(Loney 334, 354).

In contrast, Matt Mattox was a remarkable Cole
student who performed in seven of his musicals (Loney
119). He eventually began teaching his own adaptation of
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Cole’s style. Mattox desired to continue the legacy of Jack
Cole and expand the scope of his exclusive teaching.
Along with Mattox, other artists such as George Martin
and Carol Haney worked to redistribute Cole’s style
(Loney 15). Chet Walker also spread Cole’s important
influence by developing Heat Wave: The Jack Cole Pro-
ject. This musical recreated many of Cole’s well-known
routines and incorporated various elements of the Jack
Cole dance philosophy (Jones, Kenneth, "Chet Walker's
Heat Wave: The Jack Cole Project, With David Elder,
Rachelle Rak, Opens in Queens.").

Cole is often referred to as the Father of Theatrical
Jazz Dance (Fristoe, “Choreography by Jack Cole”). He
created a form of dance that was greatly suited for the old
age Hollywood films and classic musical theatre. Moreo-
ver, his impact is still seen in modern entertainment. His
use of parallel second and fourth positions is incredibly
popular in various styles of jazz dance today (Russell-
Stanley, “Fathers of Jazz Dance”). Levels and dynamic
energy are seen in several Broadway shows like Newsies
and Rock of Ages. Sex appeal is prevalent in the commer-
cial dance scene. Cole’s suggestive hip movements and
sultry gestures have intensified in music videos, award
shows, and concerts.

As entertainment continues to grow, innovation
remains the secret to success. Artists will follow Cole’s
lead in creating and blending qualities from the past to
develop something new and fresh. His influence has in-
spired countless artists within the field both directly and
indirectly. These artists then continue to create and alter
the business. This art form of jazz is continually develop-
ing and evolving, following the trends of each decade and
new generation. Nonetheless, Jack Cole’s style and the
roots of jazz dance are still exemplified in American theat-
rical dance today.
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Femininity

Brittany Yanchick

The definition of Femininity is a difficult one.
There are also many different ways that Femininity is
defined. Webster’s dictionary defines Femininity as “the
quality of nature of the female sex” ("Femininity.").
Feminine as “of, relating to, or suited to women or
girls... of or belonging to the class of words (called a
gender) that ordinarily includes most of the words refer-
ring to females” ("Feminine."). These definitions I can
understand and are generic enough to apply to those who
identify as female. However, it is Google’s definition of
Feminine that I find the most issue with. Google defines
Feminine as “having qualities or appearance traditional-
ly associated with women, esp. delicacy and pretti-
ness” ("Feminine - Google Search."). While the defini-
tion starts out similar to Webster’s definitions, it is the
terms “delicacy” and “prettiness” with which I have a
problem. What has made these words become de-
scriptors of Femininity? What does society say is Femi-
nine exactly, and how does it compare to Masculinity?
After scouting the Internet and from personal experience
these are just a few of the terms that have been applied
to Femininity.

Weakness § Petite
Vulnerable § Maternal
Submissive § Petty
Quiet § Delicate
Sexual § Soft
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Dependent
Pretty
Emotional
Nurturing

Demure

w w w wWw W w

Caring

w w w wWw W w

Modest
Sensitive
Sweet
Inoffensive
Accepting

Passive

There is a pretty obvious stereotype that these
words are portraying. Is this really what society deems
women and those that identify as women as? On the other
side, the terms describing Masculinity are basically exact

opposite of the Femininity ones:

Strength
Aggressive
Strong
Dominating
Superior
Controlling
Powerful
Independent
Competitive
Rebellious
Proud

w w w W W W W W W W w

w w W W W W W W W W W

Active
Non-emotional
Hard
Violent
Bold
Fearless
Smart
Demanding
Confident
Responsible
Disciplined
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Society is keeping this stereotype of Femininity as
weak and the inferior descriptor while being Masculine
means emulating power and ultimately gaining superiori-
ty. This would explain why women are less-often in any
positions of power, because they are seen solely as Femi-
nine and therefore as unfit to wield these positions and
crossing the threshold into Masculinity would mean sacri-
ficing their Femininity. Why do women have to ‘sacrifice’
their Femininity, which is defined as relating to the female
sex, to achieve power and greatness? Why do women
have to ‘sacrifice’ anything? On the other hand, for those
who identify as men, and therefore try to emulate Mascu-
linity, any sign of Femininity is seen as basically a down-
grade. What has caused this massive negative connotation
on Femininity? Is it society’s constant forceful idea that
being a woman means that you will never be independent
and responsible, that someone who is Masculine will al-
ways have to take care of you?

What about people who were born as male but
identify as female and vice versa? What about transgender
people? What about people that identify as neither male
nor female? The binary of Femininity and Masculinity
alienates an entire group of people that do not identify
with a gender. Since birth children are usually repeatedly
given only the choice between either a Masculine life or a
Feminine life i.e. blue for boys and pink for girls.
(Somehow yellow became a ‘neutral’ color, but applying
gender to colors is in itself a ridiculous concept.) Because
of this gender binary, people are divided into stereotypical
roles that have been set: boys are encouraged to aim to be
the president, a doctor, a police officer, etc., while girls
are encouraged to start a family, stay at home, become
domestic. So what if a boy wants to become more femi-
nine or if he just prefers more stereotypical feminine
things? Or vice versa, what if a girl wants to be more mas-
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culine or if she just prefers more stereotypical masculine
things?

This is when society can get harsh (not that it al-
ready isn’t, but this is a particular area where there is a lot
of conflict). On the show, What Would You Do? there
was an episode about a young boy and his mother, played
by actors, who were trying to buy a Halloween costume.
The boy wanted to be a Princess, but the parent kept say-
ing that it wasn’t appropriate and that boys can’t be Prin-
cesses that “girls wear Princess costumes, not
boys” (ABC News). Half way through they switch to a
young girl who wants to be Spiderman instead of a Prin-
cess. The show was trying to see how random people
would respond to the situation. For both the boy and the
girl, the parent actor was told by random parents that they
should “stop it now,” meaning that the children should not
be allowed to like things that are associated with the op-
posite sex (ABC News). Even the children of the parents
comment that the Princess dress is for girls and not boys.
Of the several parents caught on tape, only one person
says that there is nothing wrong with the girl wanting to
be Spiderman. She says that because the girl wants to be
Spiderman it shows that she “wants to save people. That
she wants to be a strong woman... but if you are strong
and know who you are and what you want, people will
respect you for it” (ABC News). There is obviously a stig-
ma against people that try to be masculine if they are not
males or feminine if they are not females, and it starts as a
child. When a man tries to become more feminine, he is
met with a slue of insults usually centered around homo-
sexuality. Usually he will be called things like ‘gay,’
‘pussy,” ‘girly,” etc. 'm sure you’ve heard the phrase
“throwing a ball like a girl” or doing ‘x” “like a girl.” In
this mindset, being feminine is a bad thing and is frowned
upon for boys and men. For women who are more mascu-
line, they are greeted with insults like “lesbian,” “butch,”
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“dyke,” etc. Again, we see insults based on sexuality,
which is a whole other issue to be talked about. But the
main problem here is that men get called girls as an insult
but women don’t get called boys as an insult unless it’s to
say that they “have a chest like a ten-year-old boy” be-
cause breasts are feminine. Going back to the concept of
sacrifice, what about people born as men and women but
decide that is not the gender they actually identify with.
Transgender men and women get a lot of hate and back-
lash especially in today’s society. Are these people sacri-
ficing their Femininity and Masculinity by identifying as a
gender other than what is on their birth certificate?

Going back to the issue of women usually being
unable to hold offices of power because being Feminine
means that you are submissive and unstable, one of the
most prominent things that society says makes a woman
unable to be in a position of power is her period. In come-
dy shows like 30 Rock, this concept is parodied by using
skits of famous women in history suddenly doing extreme
actions because they are on their period. One of the better-
known ones is a skit of Hillary Clinton at a press confer-
ence answering questions when she is abruptly on her pe-
riod and yells that they should nuke England. There is also
one of Amelia Earhart during her famous flight and sud-
denly getting her period causes her to crash the plane. Ob-
viously 30 Rock is mocking those that try to claim a
woman being on her period is the cause of her supposed
‘unstableness.’

In a recent segment on The O’Reilly Factor,
O’Reilly had on two women, one Republican and one
Democrat, and the subject of a having a women being
president. “There must be a downside to having a woman
president,” he was quoted saying to his guests
(PoliticsNoww). He was immediately met with uncom-
fortable and dumbfounded looks from both guests and an
“I don’t think so, Bill” from the Democrat woman
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(PoliticsNoww). O’Reilly tried to make his point by ex-
plaining that “men are men and women are women and
there is a difference between them” and when asked what
the downside of a male president is he said that maybe
“they are tied up in a macho image and, you know,
‘you’re not going to push me around” (PoliticsNoww).
Lawrence O’Donnell, of MSNBC, on his segment The
Last Word promptly showed about ten clips of O’Reilly
asserting his ‘macho’ side to guests on his show while
O’Donnell asked “since when does Bill O’Reilly think
that [being macho] is a deficit?” (PoliticsNoww). Another
person to call O’Reilly out was Stephen Colbert on his
show The Colbert Report. He quickly broke down O’Reil-
ly’s outrageous claims that if we have a woman president
basically the rest of the world will see that as a sign that
America is weak and can be tested (Day). Apparently the
possibility of Hillary Clinton becoming president is far
out of O’Reilly’s mind. And in society’s mind women
shouldn’t even make the same pay as men. The jobs listed
below are just some of the stereotypical ‘woman’s’ job,
but who are the people that make more money in them?
Men. In fact, “women make as much as 12% less than
men even 10 years out of college” (Edwards).

Why are women making less than men? Is society
trying to force women back into their feminine role are
homemaker?

§ Social Workers § Librarians

§ Nurses § Customer Service
§ Cashiers § Receptionists

§ Teachers § Maids

§ Servers § Laundry
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There are people in society who are trying to show
that being Feminine does not mean that you are weak,
should be paid less, or are unable to be in a position of
power. Feminism is one example of this (though there are
issues with the several different views of Feminism). But
also currently making its way across the Internet is a new
philanthropy of sorts dedicated to encouraging young
girls to become leaders. It is called Ban Bossy. The first
thing on the website is a small description of what Ban
Bossy is about:

“When a little boy asserts himself, he's
called a “leader.” Yet when a little girl does
the same, she risks being branded “bossy.”
Words like bossy send a message: don't
raise your hand or speak up. By middle
school, girls are less interested in leading
than boys—a trend that continues into adult-
hood. Together we can encourage girls to
lead.” ("Ban Bossy. Encourage Girls to
Lead.")

Immediately loving the message and the fact that
several well-known female celebrities like Beyoncé, Jane
Lynch, Condoleezza Rice, and Jennifer Garner are also
involved with the project made me post to all of my social
media sites about Ban Bossy. I did receive some negative
backlash for this, which I expected. The first negative re-
sponse that I received was on Twitter reading, “did you
just BOSS me...cuz it felt like you did. | WON’T
#banbossy — I defy” (Victoria). Luckily this was the only
negative response I received, and it wasn’t from a friend,
so [ didn’t have to unfriend or unfollow anyone.

Since the definition of Femininity is still under
debate for me, I have come up with my own definition of
Femininity that I believe is general enough to encompass
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Femininity, “Femininity is the attribute typically given to
women or those who identify as women.” However, it
will be a very long process to overcome society’s twisted
view of Femininity.
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