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From the Editor’s Desk

First of all, although I have distributed an Errata for incorrectly listing 
author Molly O’Donnell as Mary O’Donnell in the last issue, I would like to 
apologize once more to Molly. Character Mary Russell was a major focus of her 
article and somehow we transposed the names.

I am turning “From the Editor’s Desk” over to Mindy Hutchings for this 
issue of PCR because both she and Amie Norris, who have been my invaluable 
colleagues and more than my right hand in the editing of PCR since 2004, are 
leaving us. I am grateful to both for their dedication and expertise, more than I 
can say. No one could have done a better job than they did under often difficult 
circumstances and for little reward. I have been blessed by their presence and 
will sorely miss working with them.

All I can say is thank you a thousand times and good luck to you both with 
your many future projects.

Felicia F. Campbell
Professor of English
Editor, Popular Culture Review
felicia.campbell@unlv.edu
http://www.farwestpca.blogspot.com

Greetings from Behind-the-Scenes 
Here at Popular Culture Review

Hi, my name is Mindy Hutchings, and you know my work, even if you 
don’t know my name. I’ve been helping produce Popular Culture Review since 
the Winter 2004 issue. I started as the circulation manager and did some copy 
editing on the side, quickly moving into the associate editor position, in addition 
to the other duties (including helping out with the annual conference and project 
management). However, this will be my last “From the Editor’s Desk”; indeed, 
it is the last time I will be helping produce an issue of PCR. While PCR has been 
a beloved, but time-consuming, part of my life, it’s time that I move on. In fact, 
Amie Norris, Editorial Consultant, will be moving on as well.

During the past seven years, PCR hasn’t been the only thing in our lives. 
During that time, I graduated from UNLV (Bachelors in English), took four 
beloved pets (two dogs, both 14 years old, and two cats, both 18 years old) to 
that Last Trip to the vet, renovated and sold my house, became engaged, and 
became increasingly involved with the local science fiction fandom community, 
eventually becoming co-leader of the Vegas Science Fiction Association with 
three to four events each month, including a couple of road trips. At my main
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job, I’ve been taking on more and more responsibilities, eventually becoming a 
medical database manager and head of our IT department (albeit a department of 
one). I’ve always been a tech geek, but I finally took the next major step and 
built my own computer. Along the way I also discovered that I have gluten 
intolerance which severely damaged my health for a time; because of that. I’m 
also on my way to taking a more active role in the Celiac Disease community.

Amie has been equally busy. Since she started with PC/?, she has had three 
children (aged 6, 4, and 8 months); while pregnant with her first, she was also 
taking care of two of her nephews. She became a volunteer lactation counselor 
and became intensely involved in the local pregnancy/birthing community, 
helping the current generation of mothers rediscover the birthing and mothering 
skills of their great-grandmothers’ generation.

I remember very well when Amie and I first started working on PCR back 
in October 2003: we received a Word document of the previous issue . . .  and 
that’s it: no templates, no style sheet, no instructions of any kind. Previously the 
printer had done all the formatting, but we were determined to bring PCR into 
the digital age. Suddenly we had articles to edit, a template to create, and a 
deadline. That first issue was a bit of a struggle, but now articles are transferred 
via the net (no more submissions via paper or disks! Yes, disks. . .  remember 
those?), and PCR even has a web presence now.

In addition, the entirety of the circulation list was kept on a disk in a 
program so ancient, no one had a copy of the software: I had to start rebuilding 
the database from scratch. It’s now kept in an Excel file and backed up on three 
hard drives (along with each edition of PCR from the Winter 2004 issue 
onward). Meanwhile, to satisfy my own curiosity, I collected all back issues of 
the journal and created an index of all articles ever printed in PCR (the index 
was published as part of the Winter 2009 issue, Vol. 20, No. 1).

For her part, Amie says: my PCR work started with
handling/facilitating/managing the transition from longtime editor Juli Barry and 
included copyediting, formatting, and project management; AKA “text 
wrangling and prettifying.” I learned along the way how to transform all those 
bits and pieces we received into one file, one cohesive journal ready to be 
printed (whew). It has been an intense learning experience, and I am so pleased 
that Felicia asked me to come on board years ago. Her trust in me has been 
extraordinary, and I hope that I have justified her faith and exceeded her 
expectations. I will miss the days of struggling to edit around a baby sleeping on 
my chest, or deftly formatting while little hands attempt to make their mark on 
the keyboard too. Now that I consider it, that might explain some of the errors 
we have had in the past seven years.

Without PCR on my plate. I’ll have the time to renew my dedication to 
educating my children at home as well continue my advocacy role in 
empowering women and teaching them about their options as women, wives, 
and mothers.
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And back to Mindy: On my part, it certainly has been an interesting seven 
years, and I’ve learned quite a lot about editing and popular culture. Quite a 
diverse lot of articles have come across my desk during that time; some topics I 
was quite familiar with but learned a new aspect about and others were brand 
new to me. There are truly some amazing scholars and writers out there, and I 
will really miss being able to read the 30 or so articles I see each year before 
anyone else does. On the other hand. I’ll now have time for my own writing, 
tech projects, and planning my wedding.

Now, before we get too weepy, let’s move on and talk about this issue’s 
articles.

As always, we have a very interesting mix of topics: from old history to 
modem topics, from dolls to travel food shows, there should be something here 
to interest just about everybody.

Larry Gragg starts us off with a bit of local history and color in “Defending 
a City’s Image: Las Vegas Opposes the Making of 711 Ocean Drive, 1950.” 
Kathy Merlock Jackson then brings us Barbie vs. Bratz (old guard vs. the new 
upstarts) in “Doll Wars: Barbie and Her Competitors in the 21st Century.”

We then really start things rolling with “Comic Books and The New 
Literature” by Daniel Ferreras Savoye as he brings us a stimulating conversation 
concerning an exciting new way of thinking about the literary canon and what 
should be included: comic books are valid too, using some very modem 
examples to illustrate his point. Up next, Kim Idol’s “Rape and Regret: 
Constmction and Reconstmction of the Molested Girl in Popular Culture” also 
uses very modem examples to make her point, using Stieg Larsson’s character 
Lizbeth Salander deftly along with characters from several older works.

Margaret Wagner uses the old to inform the new, using historical precedent 
to take us from Poe to Pendergast in “Thank You, Mr. Poe: Poe’s Literary 
Presence in Preston and Child’s Detective Pendergast Series.” Switching gears 
from literary topics to sports, MeHee Hyun explores a very new area: 
communities in the electronic age. She chose Jim Rome’s talk show to illustrate 
the possibilities of today’s communities in “Sports Talk Radio: Finding 
Community in ‘The Jungle’ of Jim Rome.”

“Time and Self: How Time Travel Reveals What It Means to Be Human,” 
an outstanding contribution by Kym Morris, discusses time as an essential part 
of our humanity and definition of our individuality. Next, shifting back to older 
history, William Thompson and Emita Joaquin bring us a plea to save The Hall 
of Fame for Great Americans (a little known precursor to what we know as a 
“Hall of Fame” today), from total obscurity in “The Hall of Fame for Great 
Americans: A Call for Ending Its Comatosis or Hibernation.”

Wrapping things up, we have Lori Lopez’s “Eating a Meal with the Other: 
The Ethical Challenges of Travel Food Shows”: a very modem topic which 
particularly highlights Anthony Bourdain’s show on the Travel Network.

So there you have it, my last “From the Editor’s Desk” for Popular Culture 
Review (my first was in the Winter 2004 edition—Volume 15, Number 1).
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However, my name won’t disappear from the inside cover altogether as I’ll still 
be on the Review Board, and as long as Felicia is still putting on the annual 
conference. I’ll still be helping out there as well. Maybe one of these years I will 
be able to convince Amie to show up as well. We thank you, Felicia, for the 
amazing journey^

So long, and thanks for all the fish!

Mindy Hutchings
Associate Editor, Popular Culture Review 
popular.culture.review@gmail.com

Amie Norris
Editorial Consultant, Popular Culture Review 
wordsreworked@gmail.com

mailto:popular.culture.review@gmail.com
mailto:wordsreworked@gmail.com


Defending a City’s Image: 
Las Vegas Opposes the Making 

of 711 Ocean Drive, 1950

On June 14, 1950, movie producer Frank Seltzer told reporters a remarkable 
tale. Seltzer related that the previous week he had informed Senator Estes 
Kefauver’s Senate Crime Investigating Committee that “gambling interests” in 
Las Vegas had prevented him from shooting scenes for his movie 711 Ocean 
Drive in their community, and that they also had tried to prevent him from 
filming at Hoover Dam. Seltzer explained that when word got out the previous 
year that he was planning a movie with the original title of Blood Money, 
someone from “a public relations firm doing work for the city of Las 
Vegas . . .  offered to clear the way for filming certain sequences at a well known 
hotel and gambling casino on the city’s famed ‘strip’.” Only then. Seltzer 
contended, did he learn why William Bums, who headed the Los Angeles 
gangster squad, had informed him that he would be “walking into a bear trap” if 
he became involved with the gambling center. The public relations firm 
unexpectedly retracted their offer to assist him, and the publicist at the hotel 
where he had hoped to film “asked him why he didn’t make some other picture 
instead.” However, when Seltzer met with a city councilman and a member of 
the chamber of commerce in Las Vegas, neither of whom found anything 
“objectionable in his script,” they promised their cooperation. Indeed, another 
hotel owner invited Seltzer to use his property to film the casino scenes. Yet, 
when Orville Fouse, Seltzer’s production manager, attempted to start filming in 
September 1949, the situation had changed again. Called to the hotel office, 
Fouse encountered three “bmisers leaning against the wall.” These toughs told 
Fouse it would be a bad idea for him to make a film “harmful to the best 
interests of Las Vegas” and they ordered his camera crew to “go back to Los 
Angeles where you belong.”^

Seltzer’s story, which he shared with the media just two weeks prior to the 
release of his film, is filled with problems. Beyond the failure of reporters to 
seek confirmation of the details. Seltzer provided no names for anyone he talked 
to in Las Vegas and only later identified one of the hotels with whom he

2
negotiated for access to film. On the surface, then, this appears to be little more 
than a ploy to hype a movie. Indeed, with Senator Kefauver’s assistance. Seltzer 
was able to screen the film for members of Congress, some of whom offered 
warm endorsements. “This,” Seltzer told columnist Virginia MacPherson, “is the 
first time any movie’s ever had anything like that.” Seltzer even appeared in a 
photo with Senator Kefauver, which made the front page of newspapers all 
across the country."* To ramp up the sense of danger associated with making the
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film, Seltzer included the following before the film’s opening credits: “Because 
of the disclosures made in this film, powerful underworld interests tried to halt 
production with threats of violence and reprisal.”^

Seltzer’s dramatically charged and exaggerated version of what happened in 
his negotiations with gambling interests and the city of Las Vegas provides an 
opportunity to see how the southern Nevada community sought to control the 
images of their city presented in films, an effort that preceded Frank Seltzer’s 
arrival on the scene and continues well into the 21st century.

In late 1948, Seltzer, who had produced three previous films, began 
research on what he intended to be an expose of organized crime’s control of the 
race wire, a service which transmitted racing information including track 
conditions, the betting odds on races, changes in jockeys as well as results to 
bookies around the country. At the time race track betting was legal in 27 states, 
but off-track betting was legal only in Nevada. Seltzer’s story was the saga of 
the rise and fall of a southern California telephone company technician named 
Mai Granger, portrayed by Edmond O’Brien. Recruited by a bookie to upgrade 
the teletype system for the Tri-State Wire Service, Granger assumes control of 
the illegal business when a small time bookie kills the owner. Granger is so 
successful that the national syndicate decides to take over his operation by 
dispatching under boss Larry Mason to southern California. After ordering a hit 
on Mason and then killing the hit man. Granger develops a scheme to take the 
national syndicate for nearly a quarter of a million dollars by “past posting” race 
results in the syndicate’s Las Vegas casinos. (He delayed the relay of the race 
results until his henchman had bet their money as in the popular 1973 movie The 
Sting.) In the classic mold of the film gangster. Granger’s success is short lived. 
He wins the money, but the syndicate informs the police that Granger, now 
wanted for murder, is in Las Vegas, and Granger dies in a shootout with the 
police at Hoover Dam.

The original script was considerably different from this version, at least 
according to the Las Vegas Chamber of Commerce. When Seltzer leveled his 
charges against the community, chamber president Vem Willis responded 
swiftly, calling the producer’s account “completely erroneous,” nothing more 
than a “cheap publicity trick.”  ̂ Within a few days, “fighting mad” chamber 
officials had constructed an alternate version of Seltzer’s interaction with Las 
Vegas. They argued that Seltzer had asked the chamber in September 1949 for 
help in the on-location filming of the movie. Following a “long-established 
policy,” the chamber asked to review the script. Maxwell Kelch, the former 
president of the chamber and then chairman of the publicity committee, was 
appalled by what Seltzer delivered. The script, he said, “contained a re 
enactment of the ‘Bugsy’ Siegel shooting—^which occurred in Beverly Hills and 
not Las Vegas,” as well as “a knifing on a plane,” the takeover of the race wire 
service, “objectionable and untrue references to Las Vegas throughout, and an 
overall inference that” a national syndicate controlled gambling in the city, as 
well as the climactic shootout at Hoover Dam.^
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When Seltzer refused Kelch’s request to change the script, Willis said that 
the chamber’s leadership “saw no reason to extend hospitality and assistance tog
a project that presented Las Vegas in such a preposterously false light.” Had 
Seltzer been willing to present “a true picture of Las Vegas,” Kelch explained, 
the chamber and the city government would have cooperated as they had in the 
filming of other movies like The Lady Gambles, a 1949 movie starring Barbra 
Stanwyck. This film portrayed the tribulations associated with compulsive 
gambling and a heroine who first becomes a shill for a casino and then a front 
for a horse racing syndicate. That had been “a factual” story, according to Kelch,

9
“although detrimental to gambling on the moral plane.” However, the chamber 
did not cooperate with Seltzer’s production company and the police chief
refused to clear city streets for filming or to provide police escorts for the 

10camera crews.
While the Las Vegas Chamber of Commerce tried to correct Seltzer’s 

narrative on the making of the movie, he continued to embellish what had 
happened to him. In an interview with columnist Virginia MacPherson, the 
producer called his experiences a “nightmare.” He simply had wanted to make a 
movie and, instead, “walked smack into a hornet’s nest. Gamblers threatened 
me . .. racketeers ran me out of the gambling centers . . .  hoodlums harassed 
me.” It seemed he had gone back in time; it “was just like Chicago in the roaring
’20s.”^̂  Seltzer also talked to labor activist Victor Riesel who used his column

12to fight organized crime’s influence on the labor movement. The columnist 
printed Seltzer’s version of what transpired to illustrate the growing challenge 
the mob posed for the Screen Actors Guild and stage hands and cameramen 
affiliated with the American Federation of Labor. In this further revision. Seltzer 
added a more menacing tone to his story. After he announced plans to begin 
filming. Seltzer contended that he had a telephone conversation with an 
unidentified man who spoke with a gravelly voice: “So you’re the guy who’s 
going to make ‘Blood Money.’ Well, you’re not going to make it.” Seltzer said 
he responded by asking, “What do you mean?” The voice replied, “You’re not 
going to shoot it in Las Vegas. You’re not going to shoot the picture. That’s all.” 
Seltzer then flew to Las Vegas where, as he had mentioned previously, he met 
with a city councilman and a member of the chamber of commerce who told him 
not to worry; gangsters did not run their town. According to Seltzer, the two 
civic leaders advised him to add a few lines to the script “saying we don’t like 
Eastern hoodlums and that gambling here is on the level” and there would be no 
problems. He then repeated the episode about his camera crew encountering 
“three torpedoes” at the El Rancho Vegas, a hotel-casino on the “Strip.” The
“boys with the rods” warned the cameramen that if they unloaded their

13equipment “the Las Vegas air” might become filled with “lead poisoning.” 
Riesel added that Seltzer had been forced to call upon Secretary of Interior 
Oscar Chapman to provide forest rangers to protect the film crews at Hoover 
Dam, and that the Los Angeles racket squad ensured the safety of the production
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14there. In the end, Seltzer was unable to shoot on location in Las Vegas. 
Instead, he built a set in Los Angeles to simulate a downtown rooftop and a 
casino at a cost of $77,000.^^

So, whose story is the closest to the truth, Frank Seltzer’s or that of the Las 
Vegas Chamber of Commerce? This much is clear. The chamber leadership 
rejected Seltzer’s script and refused to cooperate with him in any way. Much of 
the rest—Seltzer’s charges that he was initially threatened, then accepted by a 
couple of community leaders, and then threatened by a hotel owner and, finally, 
that three “torpedoes” threatened his film crew—cannot be confirmed. In 
Seltzer’s favor, his director, Joseph Newman, later said in an interview that the 
production company sought to shoot scenes at all the locales mentioned in the 
film. However, he said they “were thrown out of Las Vegas. They told us to get 
out and be out by midnight. We started to work in the casinos, and the powers in 
Las Vegas didn’t care much for the type of picture we were making, which 
showed the wire tapping and so forth that was going on.”^̂  On balance, 
however. Seltzer’s decision to go to the Kefauver committee and the press with 
his story just days before the opening of his film, no matter what the credibility 
of his claims, was little more than a “publicity trick” as chamber of commerce 
president Vem Willis aptly characterized it.

The more important question, however, is what the episode reveals about 
the community’s efforts to control the images that viewers saw of their city in 
the post-war period. Seltzer released his movie at a time when civic leaders and 
hotel owners worried about the connection many Americans were making 
between organized crime and their city. On June 20, 1947 an unknown gunman 
killed the celebrated gangster Benjamin “Bugsy” Siegel in the Beverly Hills 
home of his mistress Virginia Hill. Siegel was just beginning to enjoy a 
profitable run with his recently opened Flamingo Hotel in Las Vegas. Yet, he 
remained heavily in debt to a syndicate of organized crime figures including 
Charles “Lucky” Luciano and Meyer Lansky who had provided most of the 
funding for the construction of the property. Contemporaries assumed syndicate
leaders had ordered the hit on Siegel because of his extensive cost-overruns and

17the possibility that he or Virginia Hill were skimming some of their money. 
Stories about Siegel’s murder usually included photographs of his bloody, 
bullet-ridden body and, according to Time magazine, “the tabloids of Manhattan,
the sensational papers of Los Angeles and, to a lesser degree, papers all over the

18U.S. played it high, wide & handsome.” Inevitably, the hundreds of newspaper 
and magazine stories about the Siegel murder noted his link with Las Vegas, and 
it was this connection that caused chamber of commerce leaders like Maxwell 
Kelch to oppose Seltzer’s original script which would have moved the Siegel 
murder scene to Las Vegas. Even in the revised script for 711 Ocean Drive, 
there is a character clearly modeled on Siegel. The national syndicate sends 
Larry Mason to southern California to gain control of local gambling operations. 
In many accounts of Siegel’s career. Lucky Luciano and Meyer Lansky dispatch
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Bugsy on a similar mission to take control of the operations headed by a local 
hood named Jack Dragna. Some have speculated that Dragna ordered the hit on 
Siegel, as Mai Granger did with Mason. Moreover, Mason’s murderer fires a 
carbine from the bushes, as did Siegel’s assassin. Given the wide coverage of 
the Siegel murder, most viewers of 711 Ocean Drive would not have missed the 
similarity.

Even though the Siegel murder was two years in the past when Seltzer 
approached the chamber of commerce with his script in fall 1949, community 
leaders were concerned about a growing national interest in gambling’s 
connection with organized crime. For example, in the April 1949 issue of 
American Mercury, author John Martin argued that the “Chicago Syndicate,”
already in control of gambling in their city was “striving to seize control of

19gambling all over the United States.” Early the next year, the Oakland Tribune 
reported “the big combine—the old Capone gang of Chicago and the Cleveland 
Mafia—took over Las Vegas last weekend” and these “big-time racketeers”
were planning to use their “newly established Las Vegas base” to move into 

20California. These articles were part of a substantial investigation of the ties 
between gambling and organized crime figures. Many cities had active crime 
commissions. Former FBI agent Virgil Peterson headed the most important such 
commission in Chicago. A prolific author and speaker, Peterson argued that 
there was indeed a “Syndicate” that dominated organized crime and that 
gambling was a fundamental source of the Syndicate’s income. His initial 
concern was with illegal gambling, but by 1954 he had concluded that “elements
of the mob of the late A1 Capone have taken over at least partial control of a

1number of gambling houses in Las Vegas.’
As important as Peterson’s work was in shaping attitudes about organized 

crime and gambling, the Senate investigation led by Estes Kefauver gave the 
greatest visibility to the campaign against organized crime. As Frank Seltzer and 
the leaders of the Las Vegas Chamber of Commerce traded charges about the 
making of 711 Ocean Drive, Kefauver’s Special Committee to Investigate 
Organized Crime in Interstate Commerce was in its second month, an inquiry 
that would take committee members and staffers to 14 cities, including Las 
Vegas, in a year-and-a-half investigation during which they heard about 500 
witnesses. The committee ultimately agreed with Virgil Peterson concluding 
“gambling profits are the principal support of big-time racketeering and 
gangsterism.” In their report’s section on Las Vegas, committee members
described “an interlocking group of gangsters, racketeers, and hoodlums” which

22controlled the gambling business in the casinos. There was widespread 
newspaper coverage of the investigation, and Senator Kefauver published both a 
four-part series in the Saturday Evening Post as well as a book entitled Crime in 
America about the committee’s work. When the committee chose to televise
their New York hearings, at least 17 million people tuned in at a time when there

23were fewer than 10 million televisions in the nation.
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To counter the negative images of their city resulting from these various 
investigations, the chamber of commerce accelerated their promotional efforts 
that had begun as World War II was ending. The chamber placed dozens of 
billboards in southern California, Arizona, and around Salt Lake City; placed 
advertisements in national magazines like Time, New Yorker, Esquire, and 
Holiday as well as major newspapers in Los Angeles, New York, and select 
other markets; distributed hundreds of thousands of brochures; worked closely 
with travel agents, even inviting dozens to Las Vegas on free “Quickie 
Vacations;” and distributed a travelogue called “Las Vegas Playground U.S.A.” 
to theaters around the country. The chamber closely coordinated their publicity 
efforts with this advertising blitz. Besides sending stories to newspaper and 
magazine editors and colunmists, the chamber saturated the nation with photos 
of tourists relaxing at the resort hotels and of attractive women, including 
entertainers and dancers from the shows. To handle these various promotional 
efforts, from advertising to “cheesecake” photos, the chamber hired three 
different advertising and publicity firms between 1945 and 1949—the J. Walter 
Thompson agency, West-Marquis, and Steve Hannagan and Associates. 
Eventually, the publicity efforts fell to the Las Vegas News Bureau which had 
been called the Desert Sea News Bureau under the Hannagan agency.

Two themes emerged from these various advertising and publicity efforts. 
First, the chamber continued the theme of Las Vegas as the “Last Frontier 
Tovm” which had been so successful from 1935 to 1945. Indeed, one of the 
icons of Las Vegas, the smiling cowboy named “Vegas Vic” whose warm 
greeting of “Howdy Podner” became ubiquitous on billboards as well as in print 
ads, brochures, and chamber stationary, was developed by the West-Marquis 
agency in the late 1940s. Eventually, however, publicity efforts and advertising 
depicted Las Vegas as a hospitable, relaxed resort city with an extraordinary 
climate and numerous nearby scenic attractions. The prevailing theme 
encouraged tourists to come have “Fun in the Sun.” Regardless of the theme 
promoted at any given time, advertisers and publicists cooperated in crafting a 
positive image of Las Vegas because they understood that many Americans saw 
their community as a sinful place. Legalized gambling and the numerous stories 
of organized crime’s influence in the development of the casinos had made the 
town a pariah to some. Consequently, images of gambling scarcely appeared in 
the promotional campaigns.^"^

To bolster this promotional campaign, the chamber cooperated with 
production companies that made films portraying Las Vegas as a “Last Frontier” 
town or a pleasant resort city. As early as 1915, with four episodes in the serial 
Hazards o f Helen, and more significantly, since 1941 with the release of Las 
Vegas Nights, the chamber of commerce had worked to attract more film crews 
to Las Vegas. In the eight subsequent years, there were eight more films—Moon 
Over Vegas, Flight to Nowhere, Helldorado, Lady Luck, The Invisible Wall, 
Hazard, Once More My Darling, and The Lady Gambles—about Las Vegas, 
most of which were at least partly filmed in the community. Las Vegas Nights
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and Helldorado were particularly effective in conveying an image of Las Vegas 
as a frontier town. Almost all the patrons in the hotels and casinos are dressed as 
cowboys and cowgirls, and the opening scene in Las Vegas Nights features 
singing cowboys on horseback riding downtown in front of the various 
gambling clubs. At the end of the opening credits for the film, one reads:

Las Vegas
The Last Frontier Town of the Old West 
Where you do as you please 
From Sunrise to Sunset

25After that Anything Goes!

Helldorado, besides featuring western movie notables Roy Rogers and Dale 
Evans, was shot largely at the Hotel Last Frontier and provided plenty of footage 
of the annual Helldorado rodeo and parade.^^ Several of the other films of the 
1940s—Flight to Nowhere, Lady Luck, The Invisible Wall, and Once More My 
Darling—^portrayed Las Vegas as a wonderful resort town with swimming 
pools, nicely landscaped grounds, golf courses, cocktail lounges, elegantly 
dressed patrons, and fine shopping.

Increasingly in the 1950s and 1960s, hotels took the lead in negotiating with 
producers of situation comedies, dramas, and variety programs on television, as 
well as film producers, to give their properties access to ever larger television 
and movie audiences. The Sands Hotel was the most successful, with favorable 
exposure on shows starring Danny Thomas, Milton Berle, and Red Skelton, as 
well as Dave Garroway’s Wide, Wide, World, I  Spy starring Bill Cosby and 
Robert Culp, and the popular game show Queen for a Day. Several films
including Meet Me in Las Vegas, Ocean’s 11, Pepe, and Kiss Me Stupid also

27showcased the resort hotel.
Yet, community leaders and hotel spokesmen were always quick to criticize 

films that included disparaging remarks about Las Vegas. For example, lines in 
the 1946 films Lucky Lady and ’Till the End o f Time suggested that there were 
crooked games in Las Vegas and that it was a place that one could not only lose
all their money, but also get tossed out of casinos. As they would later oppose

28711 Ocean Drive, the chamber of commerce protested these characterizations. 
Hotel publicists also were careful to gain control of scripts for programs or films 
shot on their properties to catch negative comments about Las Vegas. Sands 
Hotel publicist A1 Freeman, for example, persuaded Sheldon Leonard, the 
producer of the I  Spy television series to delete the following line from a script, 
“Think about Las Vegas. If you don’t gamble there’s nothing to do.’ A few 
years later. Freeman rejected a proposal from the NBC program The Name o f the 
Game to film an episode at the Sands because there was too much violence in 
the script and it included “several gangster-type characters.” Other than the 
case of 711 Ocean Drive, the strongest action taken by the chamber of 
commerce against a production involved the proposed television series Las
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Vegas Beat and Las Vegas Files. Chamber president Sam Boyd successfully 
blocked the production of both of these series in 1961 by threatening legal 
action, an approach supported by the community’s threat to boycott the sponsors 
of the programs. Chamber members so strongly opposed them because they 
believed that the dramatic programs would project an image of Las Vegas filled 
with violence and crime.^^

Las Vegas remains concerned with the images that viewers see on television 
and in films. In 2006, Alan Feldman, Senior Vice-President of Public Affairs at 
MGM Mirage in Las Vegas, indicated how little times have changed since Frank 
Seltzer first approached the chamber of commerce with his script for Blood 
Money. When asked if he changed scripts of productions to be shot on any of the
MGM Mirage properties, Feldman responded simply, “Hell, yes. Look, when

32you use our properties you play by our rules.”

Missouri University of Science and Technology Larry Gragg
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Doll Wars: Barbie and Her 
Competitors in the Twenty-First Century

Dolls, in their many varieties, represent some of children’s earliest and most 
loved toys. Defined as replicas of the human form used as playthings, dolls 
function as children’s companions and objects of affection, but they also serve 
as important cultural reflectors. Trends in popular dolls over time shed light on 
changing play patterns, products, and technologies, and, perhaps more 
importantly, societal values and children’s hopes for the future. Perhaps no doll 
better exemplifies this dynamic today than Barbie, introduced in 1959 by Ruth 
Handler of Mattel Toys in California.

Known in the toy industry as “the Queen,” Barbie is the best-selling doll in 
history, and her story has been well documented. Inspired by Ruth Handler’s 
daughter Barbara’s love of fashion paper dolls and an erotic, sultry-faced, 
shapely German doll named Lilli that Handler discovered on a trip to 
Switzerland, Barbie was the first popular American doll with a made-up face 
and sexy, well-developed woman’s body, accentuated by large breasts, a tiny 
waist, and long, slender legs. She and her vast array of fashions and accessories 
were first advertised directly to children through the new medium of television. 
Although many mothers disapproved of the doll for being too sexualized and 
sophisticated, little girls loved her. Since the late 1950s, Barbie sparked 
controversy, especially regarding attitudes toward body type, gender roles, and 
consumerism, and many times her primacy was challenged by other dolls, such 
as Tammy, Crissy, or Jem— b̂ut to no avail. Despite attempts otherwise. Barbie 
continued to sell well worldwide for decades, as Mattel kept her basic image 
constant, while prettifying and updating her over the years to reflect changing 
fashions, lifestyles, toy technologies, and marketing strategies.

Seemingly defying the toy industry’s axiom that “no toy lasts forever,” 
Barbie appeared invincible, but a new millennium brought a new threat. “Barbie 
is in trouble,” wrote Eric Clark in The Real Toy Story, “[djeep trouble. And 
when Barbie is in trouble everyone at Mattel, the world’s biggest toy company, 
has problems, because Barbie, the world’s most famous toy, a genuine American 
icon, is their meal ticket” (76). This sentiment was echoed in newspapers and 
magazines across the globe after MGA Entertainment, headed by Isaac Larian, 
introduced in a new line of tween fashion dolls called Bratz in 2001. “A gang of 
doe-eyed dolls is crashing Barbie’s party,” proclaimed Business Week in 2002, 
when Bratz racked up $150 million in sales, $130 million more than the year 
before (Palmeri). Newsweek in 2006 characterized the 47-year old Barbie as 
“preparing for the battle of her life” (Setoodeh 46). “Let the catfight begin,” 
reported Knight Bidder Tribune Business News in a 2007 article titled “Barbie 
and Bratz Dolls Slug It Out Over Popularity Claims,” noting, “[i]f the toy 
industry is one big popularity contest. Barbie and Bratz are wrestling over the
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queen’s crown” (Scott 1). “Barbie Loses Her Sales Figures,” observed NPR in 
2008 in a brief indicating a 12 percent decline in Barbie’s earnings (“Barbie 
Loses”). A few months later, The Guardian noted, “It had to come to this 
eventually. When Barbie’s tranquility was shattered seven years ago with the 
arrival of four sassy rivals with pouting lips, pug noses and stumpy legs it was 
only a matter of time before the world’s most famous doll dropped her perma- 
smile, rolled up her sleeves and let the cat fight begin” (Pilkington).

The popular press pitted Barbie against Bratz, fueling the doll wars. In 
many ways, the feud has been advantageous for both, providing dolls with 
visibility and meaningfulness in the digital age when sales for traditional toys, 
especially dolls, have remained flat (Clark 76). Although Bratz’s sales grew 
considerably. Barbie merchandise still garnered income of over $3 billion 
dollars per year, suggesting room for more than one popular doll line, despite 
the sexist “cat fight” language. Yet the doll wars function as a metaphor for 
something much larger than dueling corporate entities: they underscore the 
dominant images of femininity in modem culture and the stmggle young girls 
encounter as they confront questions of gender and identity.

Ruth Handler created Barbie to fill a gap in the doll market. In the 1950s, 
the only dolls available were baby dolls, which prompted young girls to think 
about their future roles as mothers. Handler fashioned Barbie as a way for girls 
to become more comfortable with their developing breasts and their lives as 
females. Barbie play assured them that they would not little girls forever and 
allowed them to fantasize their futures. Because Barbie had no precise storyline, 
she could be anything her owner wanted her to be, allowing for diverse modes 
of play. As Barbie designer Ivy Ross notes, “She isn’t anything in particular, so 
she becomes a vehicle for [girls’] dreams, their aspirations, their frustrations, 
their dress rehearsal for everyday life” (qtd. in Clark 91-92). Barbie’s wardrobe, 
however, became a crucial part of her identity, and through it, Ruth Handler 
singlehandedly gave girls entree into the world of fashion by providing stylish, 
exquisitely made outfits of the finest fabric and detail. Chic and classy, the 
Barbie image exuded confidence, consumerism, and individualism. Yet other 
characteristics defined Barbie as well: white, blonde, impossibly slender, pretty, 
ready for fun and adventures, packaged in pink, and perfect. Barbie, dazzling 
unrealistically, stood at the center of her own play universe, everything around 
her an accessory, including boyfriend Ken.

Barbie’s status as an independent woman primed her to join the work force, 
and she proved versatile. According to Eric Clark, “She started as a model and 
over the years has had more than 90 careers. She has been fashion editor, 
ballerina, stewardess, astronaut, nurse, veterinarian, a paleontologist, firefighter. 
Marine Corps sergeant, concert pianist, aerobics instmctor, rock star, fashion 
designer. She has mn for president three times and competed in the Olympics” 
(85). Through it all, however, looking good remained a top priority. In the 
1980s, when Mattel hit a rough period, the company under the direction of 
product manager Jill Barad repositioned Barbie as a lifestyle brand and a symbol
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of female empowerment with the successful advertising campaign “We Girls 
Can Do Anything” (Clark 83). And therein lay the key to Barbie’s longevity: she 
continually reinvents herself to reflect new trends and fashions in popular 
culture. Ninety-two percent of Barbies are designed new each year (Clark 85). 
Given this, girls acquire multiple Barbies. In America, as many as 99 percent of 
girls own at least one Barbie doll, with the average being between 8 and 10 
(Rogers 13, Clark 82). With the New Millennium Barbie, Clark observes, “The 
Barbie doll has done it again. She’s reinvented herself to fit with the fast-paced, 
ultra-modem world of girls today. There’s no mistaking Barbie for last 
millennium’s doll.. . .  the line has a fresh feel to secure at least four more 
decades on top” (Clark 89). This time around, “fun, fashion, and friendship” was 
Barbie’s slogan (qtd. in Lawson, Clark 97).

However, beginning in 2001, Barbie faced a formidable challenge from 
Bratz, who are everything Barbie is not. Representative of the K.G.O.Y.—or 
“Kids Getting Older Younger”—trend in the children’s toy industry, Bratz make 
Barbie, initially known for her edginess and sexiness, look downright innocent. 
“They look like pole dancers on their way to work at a gentleman’s club,” wrote 
Margaret Talbot in The New Yorker (74). “The dolls are atrocious,” said a parent 
eyeing the Bratz display at a New York City toy store. “This is a very trampy 
look” (qtd. in La Ferla). Another critic asked, “\ ^ a t ’s next? Beer for the dolls? 
A mirror, some fake cocaine?” (qtd. in McAllister 244). Dolls with names like 
Jade, Sasha, Yasmin, Cloe, and Nevra wear shrunken sweaters that expose their 
navels, ripped jeans, microscopic skirts, fishnet stockings, platform heels, and 
see-through thong underwear, all in a palette of black and siren red. Their eyes 
are lavishly made up, their lips large and pouty, and their hair waist-length and 
wild. Bratz stole the older segment of Barbie’s audience, girls 7 to 12, relegating 
the classic doll to the younger 3-to-6 set. According to Matthew McAllister, the 
Bratz brand snared this age group by plugging “into tween-friendly cultural 
trends. These trends include hip-hop (hence the ‘z’ in Bratz); girl-power icons 
(that often equate sex with power) such as Britney Spears and Christina 
Aguilera; Japanese visual media such as anime and manga (as seen by Bratz’s 
huge eyes); and an emphasis on ‘fim consumption,’ including fashion and 
shopping activities” (248).

If Barbie is about prettiness, Bratz tout attitude. In her article in Time, 
Nancy Gibbs characterizes Barbie as “incurably pink and retro, because she is 
an icon, a Warhol painting, a Smithsonian exhibit.” With Bratz, however, “It’s 
all in the expression. Heavily made up, they look jaded, bored, if not actually 
stoned. You may want to play with them, but they don’t want to play with you” 
(Gibbs). The operative word here is “they.” Unlike Barbie, Bratz function 
collaboratively as a group of friends—a girl pack—and they are decidedly 
diverse and multicultural. The girls’ faces are cartoonish and grotesque and their 
coloring nondescript: Bratz could be black or Hispanic, Asian or white. And so 
too is the case with their coterie of male friends. If Barbie with boyfriend Ken is
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blatantly heterosexual and monogamous, Bratz exemplify the “hook up” culture, 
leaving sexual orientation and partners questionable.

Bratz defy Barbie in other ways. Their bodies are less well proportioned and 
their breasts less developed than Barbie’s. They escape Barbie’s impossible 
perfection. If Barbie is the mature woman that girls will grow up to be, Bratz are 
the rebellious youth they are today, without defined careers or avocations. 
According to Vera Chan, editor at Yahoo.com, “The Bratz dolls look like (teens) 
now—a girl’s identification with them is more immediate” (Leibrock). Unlike 
younger girls who enjoy fantasy and creating narratives with their dolls, older 
girls are preoccupied with identity, finding out who they are. Bratz, whose 
mantra is a “passion for fashion,” suggest that shopping with your friends holds 
the key. According to Matthew McAllister, “As Barbie is about individualism 
and materialism, Bratz is about communal consumption” (McAllister 255). 
Bratz’s emphasis on female friendship contributes to higher profits: studies 
show that teens who shop with their friends as a pastime spend more (McAllister 
255).

In addition to their common clotheshorse images. Barbie and Bratz share 
other similarities. According to Eric Clark, “Their makers see them less as dolls 
than as the center of lifestyle merchandising. They excite controversy, especially 
over their role in the premature sexualization of young girls. And their 
companies are utterly ruthless about protecting and defending their billion-dollar 
properties” (Clark 95). Both doll lines launched social networks in the summer 
of 2007, as they tried to adapt to a changing toy culture. As Marketing Week 
reported, “Children are no longer just impressed by toys, they want the whole 
package, the mobile technology and online social networks—it has to be much 
more than just a doll” (“Bratz: Dolls Living the High Life” 38).

By the end of 2006, Bratz, who had won the People’s Toy of the Year 
Award for three consecutive years, seemed to be the dolls with more. Although 
Barbie had stronger sales for the entire year, Bratz overtook Barbie in the last 
three months, including the all-important holiday season (Garrahan 22). With 
merchandise such as a Ski Lodge, Dance-N-Skate Club, Sushi Lounge, E-Cafe, 
and “Luscious Lips” cordless phone, Bratz trumped Barbie’s Party Pad and 
Dream House. In the words of culture writer Scott Jacobs, “the Bratz stuff is just 
plain cooler” (Jacobs). Bratz, which had already achieved a stronghold in 
several European countries, seemed poised to replace classy with trashy as the 
dominant image of femininity in the battle of the dolls.

However, the cultural backdrop for Bratz’s ascendency may have 
introduced new questions. In February 2007, Newsweek ran a cover story titled 
“The Girls Gone Wild Effect,” highlighting the out-of-control and self 
destructive lifestyles of the Bratz dolls’ real-life counterparts: Britney Spears, 
Paris Hilton, and Lindsay Lohan. Reflective of a national concern, the article by 
Kathleen Deveny includes a poll stating that 77 percent of Americans believe 
that Spears, Hilton, and Lohan have too much influence on young girls (42) and 
asks if the rise of the bad girl and our racy popular culture may be contributing
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to “a coarsening of the culture” and the creation of “prostitots” (42). “Girls,” 
Deveny writes, “feel entitled to dress as crassly as they choose, date unwisely 
and fall down drunk, the way men have since the dawn of time” (Deveny 44). 
The same month, the American Psychological Association addressed the public 
personae of Spears, Hilton, and Lohan and “raised a red flag over potential long 
term emotional damage that such people and images can pose to girls” 
(Leibrock). Susan Linn, instructor of psychiatry at Harvard Medical School, 
places Bratz in the same category. “The dolls provide a really terrible model for 
girls about what it means to be a young woman,” she writes; they “exude an in- 
your-face, commodified sexuality” (Fox, “More than a Doll”). By May of 2007, 
Ann Eggleton, speculating that Bratz’s link to smutty fashion trends may be its 
ultimate downfall, writes, “I wouldn’t be surprised if Bratz has already peaked, 
as the toy market is very fickle”(qtd. in “Bratz: Dolls Living the High Life” 38). 
The live-action Bratz movie, released in August 2007, did not do well at the box 
office. Nevertheless, Bratz sales held strong for the holiday season but afterward 
began to wane. By last year. Toys ’R Us, the major toy store in America, was 
reducing its number of Bratz aisles and related merchandise.

Barbie endured hard times as well. NPR reported that purchases of Mattel’s 
signature doll fell 12 percent in the last quarter of 2007. In the first quarter of 
2008, Mattel lost more than $45 million, and Barbie sales in the U.S. fell by 12 
percent. In addition, Mattel initiated a lawsuit against MGA, claiming that its 
former employee Carter Bryant created the concept for Bratz while still under 
contract with Mattel. Writing in The Guardian^ Ed Pilkington referred to Barbie 
as “a brand in crisis” (Pilkington).

Nevertheless, google.com registered twice as many hits for Barbie products 
as for Bratz in 2008, suggesting that Barbie was on the rebound. This dovetailed 
with another cultural trend, the phenomenon of the princess, popularized by the 
Walt Disney Company, whose 2007 Annual Report, lavishly illustrated with 
princess-themed items, proclaimed that “Disney Princess remains a leading 
lifestyle brand for six-to-nine-year-old girls” {Walt Disney 30). Released in 
November 2007, Disney’s movie Enchanted, in which Amy Adams played a 
traditional fairy-tale princess dropped into present-day New York City, earned 
$340 million worldwide, making it an unqualified success and paving the way 
for its March 2008 DVD release (Smith 29). Barbie, too, has adopted the role of 
the princess. As NPR reported in May 2008, “Over the years, Mattel has tried to 
turn Barbie into a positive role model. She became a pilot instead of a flight 
attendant, a doctor instead of a nurse. But the really popular Barbies now are 
princesses, or [at] least princess-like. Barbie has starred in her own versions of 
Swan Lake and RapunzeD (Masters NPR). Another report summed up 
succinctly, “Despite her striving. Barbie remains most popular when she’s 
princessy” (Masters NPR). One Barbie promotion promised girls the opportunity 
to “win the life of a princess” (“Barbie Spurns”). According to New Yorker 
writer Margaret Talbot, who wouldn’t want to? “Most girls really want to be 
princesses.. . . ” she writes. “When we were smaller, we used to play princess in
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the castle. A princess-you really want to be one. You’re really rich and stuff’ 
(qtd. in Talbot 83). For Barbie, who had always been defined by her 
attractiveness and consumptive lifestyle, the princess image is a good fit, and 
little girls, for good or ill, relate to it. Barbie Princess merchandise, including a 
“Learn to Be a Princess Set” with dance mat and DVD, costumes, a complete 
DVD movie collection with Barbie-as-princess narratives, and Island Princess 
and Mariposa dolls, confirmed once again Barbie’s ability to reinvent herself

As Barbie edged toward her 50th birthday, her battle with Bratz continued 
to dominate the doll wars—and the court room. On one side stood Barbie: 
iconic, the only toy rated in the top 100 brands (Clark 77), pretty, feminine, and 
versatile, fusing her traditional plastic form with digital options. On the other 
side stood Bratz: limited to their tough street-girl identities, possessing fewer 
options for the type of reinvention necessary to keep them competitive. 
However, that was the least of MGA’s problems. The Chicago Tribune reported 
in an article titled “Mattel Makes Barbie Bow Ouf ’ that in August 2008, a “jury 
awarded Mattel up to $100 million in damages for breach of contract and 
copyright infringement,” and in December, “U.S. District Judge Stephen Larson 
ordered MGA to stop manufacturing all 40 Bratz dolls and reimburse vendors 
and distributors for the costs of the dolls and for shipping them back” (Sachdev 
and Ataiyero). MGA appealed and continues to sell the dolls while the case is 
still in litigation. Spokespersons for Toys ’R Us said the store is buying Bratz 
only through the end of the year and selling off all remaining Bratz stock 
(Dessouki). Meanwhile, Tattoo Barbie, which debuted in January, is Jumping off 
the shelves, and at a Valentine’s Day show at New York’s Fashion week, 
models dressed in Barbie outfits got more press than the top designers (Gray 
53). The Barbie anniversary dolls, marketed to adults, continue to sell well both 
in stores and online (Dessouki).

Nevertheless, Barbie, who recently turned 50, continues to face 
competition. In a volatile toy market, American Girl dolls, also owned by 
Mattel, attract a more limited upscale audience committed to a more traditional, 
historical vision of femininity and willing to pay a higher price. Celebrity dolls, 
such as the currently popular Hannah Montana and High School Musical dolls, 
have snared enthusiastic supporters, and assorted baby dolls offer other options. 
Still, according to Toys ’R Us representative Kate Sims, “Nothing is going to 
dethrone Barbie.”

What have we learned from the doll wars? Both Barbie and Bratz represent 
complicated texts for young girls, offering them promises for empowerment 
while at the same time reflecting regressive, sexualized images of what it means 
to be female. It is easy to reject them both. However, doll play, in its exploration 
of gender roles, has always been problematic and controversial. Nevertheless, as 
playthings for children, dolls cannot be counted out. Girls simply need more 
choices. What girls’ culture writer Peggy Orenstein says about Barbie could, in 
fact, be applied to all dolls: “If you put aside all the theories and the feminism 
and the hype and everything . . .  deep in my bones I still think Barbie’s kind of



Doll Wars 23

fun” (Masters). And maybe someday, differences aside, girls may be able to 
play with Barbie, Bratz, and other dolls, all in the same house, without the doll 
wars.

Virginia Wesleyan College Kathy Merlock Jackson
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Comic Books and The New Literature

The irresistible rise of the yet to be defined areas of Cultural and Popular 
Culture Studies, still seen by some critics as “anti-disciplines” prompts the 
inevitable question of the definition of our corpus more urgently than ever, for a 
discipline that consistently refuses to define its object of study has very little 
future and is theoretically not viable.* The risk of seeing Cultural and Popular 
Culture studies falling prey to trendy, obscure, and empirically challenged 
inquiries is now very real and can only be countered by rigorous, pragmatic 
analysis, which will contribute to the elaboration of a viable corpus of study

My intention is to point out some generally accepted canonical fallacies 
within the area of literary studies in order to legitimize the composition of a 
narrative corpus of popular culture studies, using the medium of comic books as 
empirical evidence to demonstrate both the tangibility of our object of study and 
the necessity to structure it within a new canonical vision. U.S. comic books are 
a privileged corpus of study for Popular Culture scholars for they are currently 
in the process of overcoming the limitations inherent to their cultural status, and 
hence find themselves at the very heart of the struggle that opposes outdated 
canonical conceptions to the necessary revisions that our quickly changing 
cultural environment demands. The assimilation of literary studies to cultural 
studies, a very tangible reality in our departments of English and Foreign 
Languages, provides us with a good point of departure; that is the nature of 
literature itself, for cultural studies can be conceived as the most recent mutation 
of the literary discipline, and naturally, what happened to literary studies over 
time, namely the erasure of their original object of study behind pseudo- 
philosophical speculations, has been at work from the beginning in the field of 
cultural studies as a direct heritage from its literary predecessor. It appears, 
therefore, urgent to establish some type of theoretical bases for a pragmatic 
approach to Popular Culture studies, and our first step must be, naturally, the 
definition of our object of study.

In spite of the great diversity of critical approaches to literary and cultural 
studies, there seems to be an unspoken consensus when it comes to the un 
definition of our object of study: neither traditional historians such as Rene 
Welleck or Juan Luis Alborg, nor Marxist critics such as Lucien Goldmann or 
Terry Eagleton, nor postmodern cutting edge thinkers and metacritics such as 
Jacques Derrida or Jonathan Culler attempt to propose a clear distinction 
between what is “literature” and what is not, but rather dismiss, more or less 
implicitly, the possibility of such a notion altogether.^ To some, mostly 
historians and sociologists, literature is “whatever” any given cultural or 
interpretive community at any given time decides to consider as such, while to 
others, usually of the postmodern rhetoric persuasion, it is simply 
indistinguishable from any other communicative instance, since in the post 
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structuralist mode, literature is but an aspect of the “Great Text,” a popular 
notion among postmodern thinkers that allows unlimited thematic and analytical 
latencies for the Text is All and All is the Text. Fish’s famous rhetorical 
question disguised as a provocative book title. Is There a Text in This Class?, 
could be seen as both an illustration and a disturbing justification of the refusal 
to define our object of study, as if any science, human or not, could simply do 
away with the description of its corpus and still claim to academic, if not 
epistemological credibility.

Today’s practical necessity of defining the corpus of the discipline formerly 
known as Literary Studies and currently in the process of being absorbed by 
Cultural Studies is rendered all the more difficult by the fact that our object of 
study is doubtlessly multimediatic, which forces us to consider the notion of 
canon under a very different light. By now, the relationship between what we 
conceive traditionally as being “literature” and other narrative media, such as 
cinema or comic books, is clearly demonstrated by solid evidence: not only are 
novels and comic books turned into films, but some films—generally the most 
commercially viable—are also novelized and made into comic books. We are 
therefore confronted by a more diverse and polymorphic corpus than ever, 
which we logically need to define and evaluate if we want to provide some 
tangibility to our field of research."^

If the literary canon has been challenged, and rightfully so, on ideological 
grounds as non-representative of sexual and racial minorities, it has never been 
questioned from the point of view of its multimediatic coherence. When Harold 
Bloom locates, or rather freezes the status of Shakespeare by placing him at the 
center of the Western Literary canon, he does not take into account that 
Shakespeare’s most culturally significant works do not belong to literature but to 
theatre^: the most emblematic figure of the Occidental Literary Canon happens 
therefore to have expressed most of his literary genius through a medium which 
precisely was not literature.^ The language of theatre implies a fragmentation of 
the sender which becomes a multiple, collective entity composed by all the 
agents involved in the production of a performed artifact, from the director to 
the actors to the wardrobe master, by opposition to that of literature which 
seldom accommodates more than one, or perhaps two senders.^ It could indeed 
be argued that theatre is much closer to cinema than it has ever been to literature 
since the primal elements that enter its communicative scheme are 
fundamentally the same, namely actors, a director, and a performance. However, 
neither Luis Bufiuel nor Stanley Kubrick have ever appeared eligible to literary 
canonicity, whereas we have never questioned the privileged place Shakespeare, 
Corneille, or Lope de Vega occupy in the English, French, and Spanish literary 
canons respectively, nor have we wondered if the theological speculations of 
Teresa of Avila or of Blaise Pascal actually belong to literature, even if they 
show up in our official Spanish and French literary anthologies with depressing 
regularity.
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Generically speaking, our literary canon is thus arbitrary and inconsistent, 
for it accepts Pascal’s metaphysical meditations or Samuel Beckett’s plays, but 
not Simone Weil’s La Pesanteur et la grace, Quentin Tarantino’s Pulp Fiction, 
or the pope’s latest encyclical letter. The authoritative literary canon has 
exhibited complacency towards a performed art such as theatre and towards 
openly non-narrative genres, such as philosophical essays or theological 
meditations,^ and has been particularly harsh toward minor genres, such as 
detective stories or science fiction, and even harsher towards alternative 
narrative media such as comic books or, of course, cinema, without any real 
justification: after all, there is no logical reason why cinema should have been 
excluded from a field of “literary studies” that welcomed theatre to the point of 
hailing a playwright as the center figure of the Occidental canon.

As we see, the parameters used to define literature have never been 
generically justified and one could say that the field of literary studies has 
always been as undefined as that of cultural studies is today. As we are 
witnessing the dissolution of Literary Studies into the pseudo-field of Critical 
Theory,^ Popular Culture Studies provides a naturally privileged place for 
structuring a new canon that acknowledges multimediatic diversity and therefore 
does not exclude a priori entire narrative media and genres on the bases of 
generically inconsistent criteria.

One of the most vilified narrative media in dire need of canonical 
rehabilitation is that of comic books, which, in spite of having generated recent 
interest among popular culture scholars, remains vastly understudied and has not 
yet shed the prejudices that surround its cultural existence; generally considered 
as a sub-cultural product, comic books have yet to be taken seriously at a 
canonical level, for they have been long dismissed by the informed academic 
structures as culturally insignificant, regardless of their obvious cultural impact: 
although Herge’s The Adventures ofTintin^^ may have been translated into 40 
languages, they are still far from being considered as part of any literary canon, 
and the same could be said regarding Snoopy or Spiderman. Of course, 
following a typical canonically informed value judgment, which is by nature 
debatable, one could argue that the adventures of Snoopy or of Spiderman are in 
essence childish and formulaic, and that they do not especially enlighten our 
consciousness about human nature; however, regardless of the depth and 
ontological message one may or may not see in Snoopy’s or in Spiderman’s 
narrative universes, both have at least the advantage of actually presenting a 
narrative universe, which is far from what can be said regarding Montaigne’s 
disconnected conversations with himself, Teresa of Avila’s ecstatic 
metaphysical speculations, or Pascal’s ominous theological contemplations. 
Considered from the point of view of their most elementary components, the 
adventures of Snoopy and those of Spiderman as cultural objects have in the end 
much more in common with what we instinctively perceive as literature than 
Montaigne’s Essays or Pascal’s Pensees. Peanuts or The Amazing Spiderman 
may be aesthetically satisfying or not, they are still more “literary” in essence
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than, say, Teresa of Avila’s fundamentalist p rose , fo r  they include characters 
and conflicts; in other words, they present the coherent organization of 
imaginary paradigms in a narrative syntagm, unlike, for instance, Pascal’s 
Pensees, which, as a theological essay rather than a work of literature, is mostly 
devoted to convince us that the vast majority of human beings are predestined to 
suffer in the flames of hell for all eternity.

These fairly straightforward considerations have not yet been acknowledged 
by our field, and in spite of all appearances, the genre of comic books is in a 
paradoxical situation when it comes to its importance within our new corpus of 
study. When comic books or graphic novels find their way into our university 
certified syllabi, they are generally part of a Popular Culture class which 
addresses them as one narrative phenomenon among others, or which presents a 
historical or sociological view of the genre. The corpus of comic books studies 
remains a vast nebula without any clear contours nor other specific features 
other than that they are illustrated narrations and that it is becoming somewhat 
trendy to study them. Naturally, since the inclusion of comic books in any given 
syllabus or scholarly inquiry is already perceived as a daring move, they have 
not been evaluated from a canonical point of view; we are still to make the 
difference between what is artistically significant and what is not, that is 
between “good” and “bad” comic books. This reluctance on the part of popular 
culture scholars to articulate the value judgments that necessarily participate in 
the canonical process is easily understandable given the ambiguous status the 
genre holds within academia, for in order to distinguish between “good” and 
“bad,” we must be convinced that there is some good at all to start with. Cultural 
scholars, eager to claim at all cost the cultural value of a typically 
underestimated narrative medium, are generally inclined to abstain from 
denigrating the very corpus that they are attempting to rehabilitate and therefore 
are hesitant to begin the selective process of canonization. However, by now, we 
can safely assume that comic books are here to stay as an legitimate area of 
scholarly research, and it appears naturally justified to start evaluating them in 
an impartial, prejudice-free manner; if it is understood that comic books are not 
undeserving of critical attention simply because they are comic books, the 
opposite is equally true: it is not because they are comic books that they are 
artistically significant.

In the United States, the persistent assimilation of comic books to youth or 
children’s literature, albeit without the aura of “real” children’s literature, has 
been facilitated by one specific historical event: the 1954 Senate Subcommittee 
on Juvenile Delinquency hearings on comic books, where Fredric Wertham, 
author of Seduction o f the Innocent, testified at length regarding the pernicious 
effects comic books had on children. As a consequence, in order to prevent 
financial doom, most major names of the comic book industry adopted a 
preventive measure, namely “the comic book code,” a set of rules and 
regulations that warranted the wholesome content of comic books and made 
them “safe” for the general population. The result of such self-imposed
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censorship has been two-fold: first, it irremediably associated the genre with 
immaturity by tying it to a specific recipient, namely a child or a teen-ager, and 
naturally inhibited its possible social and cultural significance, reducing it to a 
simple commercial operation. It openly condemned the medium to serve 
escapist rather than truly artistic necessities, for it was understood once and for 
all that comic books were not intended to provoke any type of intellectual or 
sensory reaction other than that of an already pre-packaged image of a 
reassuring reality destined to avoid unsettling young minds: comic books 
became an art form that was not supposed to make waves. Secondly, it favored 
the domination of one specific genre, that of superheroes, very much akin to 
what passed as righteous ideals in the 50s—^manichean opposition between basic 
good and evil, defense of private property, and triumph through sheer violence. 
The characters of Superman and Batman, who survived the comic book crisis 
without much trouble, epitomize this particular vision of comic book heroes, in 
terms of both form and content, for their respective uniforms connote and 
complement their narrative function: while the colors of Superman’s attire are 
those of the U.S. flag and the golden “S” upon his breast reminds us of the all 
mighty dollar sign. Batman’s disguise appears modeled according to the 
dominant tones of a typical police officer’s uniform, black and dark blue, the 
golden badge having moved from the cap to the belt and the police car having 
turned into the souped up Batmobile.

Along with such a self-imposed moral imperative, which naturally stifles 
artistic freedom, the excessive commercialization of comic books has worked 
against their possible creative and cultural significance by favoring a type of 
“assembly line” production that promotes specific genres within the medium to 
the detriment of others. In this, the difference between the European and the 
U.S. concepts of comic books is quite revealing: whereas European comic books 
present a variety of styles, themes, and motifs and are destined to a great 
diversity of addressees*^ both in term of age groups and preferences, the U.S. 
comic book market has been essentially dominated by two specific publishing 
groups, DC and Marvel, which have established an artificial correspondence 
between the comic book medium and a specific genre, that of superheroes; it is 
indeed difficult to separate the notion of comic books from that of super 
powered individuals involved in a manichean struggle between good and evil, 
regardless of the shape they take, and the venerable Superman remains the 
archetype of the comic book hero.*^

Over the years, the superhero has evolved into a more complex entity, 
mainly under the influence of the Marvel comic group, whose characters 
distinguished themselves from their DC counterparts by emphasizing the 
personal struggles of their alter-egos: whereas the personal lives of Clark Kent 
or Bruce Wayne traditionally presented little or no narrative conflicts, those of 
Peter Parker or Tony Stark appeared from the beginning as narratively 
authoritative as the adventures of Spiderman and Iron Man themselves. Hence, 
there has been an attempt to turn the figure of Bruce Wayne/Batman into a
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deeper, more convincing character by underlining the psychological trauma 
caused by his parents’ murder, and what used to be a simple narrative 
paradigm—the logical cause for Bruce Wayne to become Batman in order to 
fight crime—has become a thematic leitmotiv in the more recent installments of 
his adventures. The “dark” side of the Dark Knight has also been accentuated, 
allowing a simple manichean conflict to lead towards deeper considerations 
upon the nature of the law by opposition to the concept of justice, and ultimately 
upon the very notions of Good and Evil. And thus, some specific instances of 
Batman’s adventures are worth of scholarly attention, as is, for instance, Frank 
Miller’s treatment of the character in The Dark Knight Returns, which 
introduces an aging Batman evolving in a hostile environment, where the police 
and public opinion are no longer on his side, and who is struggling to defeat the 
younger generation of hoodlums; this particular interpretation of Batman could 
indeed be considered as a “good,” canonically viable work, for not only does it 
contain a very perceptive critique of the mass media’s power of manipulation, 
but it also questions the actual function of superheroes in modem society.

In an attempt to accommodate the diverse simultaneous narrative threads of 
superhero comic books within a coherent architecture, DC has established the 
“multiverse,” and hence. The Dark Knight Returns and its sequel. The Dark 
Knight Strikes Again are supposed to take place on a parallel Earth (Earth-31). 
However, being a self-content, independent narration. Miller’s The Dark Knight 
Returns is naturally separated from what we could be considered as the official 
Batman series, that is from the typical adventures of the Dark Knight in the 
serialized format, and therefore, one of the most culturally convincing 
concretizations of Batman has been automatically alienated from the series as a 
logical consequence of the factory-style production to which the medium is 
submitted, as if the very nature of the comic book industry instinctively rejected 
any type of originality by severely limiting any possibility for independent 
artistic creation.

The existence of works such as the aforementioned The Dark Night or of 
Alan Moore’s and Dave Gibbons’s Watchmen demonstrates that the superhero 
comic book genre is indeed capable of producing noteworthy artifacts; however, 
it also reveals its capacity to regulate true creativity within the industry, for both. 
Watchmen and The Dark Knight, remain somewhat isolated works; they were 
conceived outside—and up to a certain extent, against—the industry’s 
commercial trend and did not directly affect either the evolution of Batman, in 
the case of Frank Miller’s The Dark Knight, or the future of superheroes at large 
in Watchmen. The concept of multiverse, albeit diegetically interesting, 
functions most of all as a marketing tool, allowing to establish some type of 
logical connection between different narrative products but unable to organize 
them in a coherent narrative structure, and so, the influence of Moore’s and 
Gibbons’s Watchmen and Miller’s The Dark Knight upon the genre remains 
mostly indirect. Both works occupy, therefore, a paradoxical place in the still 
hazy canon of comic books, for they are generally recognized as important
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creations but not necessarily representative of either the genre or the medium 
and prove more exceptional than normative, which is all the more puzzling 
when we consider their commercial success.

The ruling conception of comic books imposed by the industry therefore 
implies a reduction on two different levels: aesthetically, by pigeonholing the 
norm within the specific genre of traditional superheroes adventures; and 
politically, by discouraging any type of trangressive move, even within the 
dominant genre itself. It cannot be denied that the comic book medium has not 
demonstrated its capacity to produce a politically conscious and subversive 
message: Robert Crumb’s Fritz the Cat or Gilbert Shelton’s The Fabulous Furry 
Freak Brothers are indeed two great examples of the subversive power of comic 
books; however, their presence was far from being influential in the 
development of the medium and although Robert Crumb and Gilbert Shelton are 
likely to be household names for any comic book aficionado, their work remains 
confined to the “underground” when compare to the planetary success of, say, 
one Spiderman.*"^

The task of structuring a possible canon of comic books is therefore a 
difficult one on this side of the Atlantic for it implies sorting through a virtually 
endless corpus of very inconsistent quality, determined by very pragmatic 
financial imperatives and vastly dominated by a morally viable genre. The 
concept of the graphic novel, which could seem a convenient notion to 
recognize “literary” comic books, i.e., comic books susceptible to elicit the same 
type of cultural interest as “true” literary works, and to distinguish them from 
culturally non-significant escapist products turns out to be a very approximate 
classifying tool since many trade paperbacks, which can be considered as 
graphic novels in their own right, are first published in a serialized format, 
following the pattern of most commercial comic books. Just as there are “good” 
and “bad” comic books, there are indeed “good” and “bad” graphic novels, for 
the concept was created to describe a particular cultural object as much as to 
help promote its commercialization. The notion of authorship, on the other hand, 
seems more useful for its very existence within the medium of comic books is 
already highly significant, since the assembly line type of production which 
characterizes the U.S. comic book industry tends to imply the dissolution of the 
authorial entity: rather than an independent work created by one or two specific 
individuals, the typical comic book, if successful, becomes part of what could be 
perceived as a narrative franchise, which leaves very little creative freedom, if 
any, to its authors. A strong presence of actual authorship in an environment 
that, by definition, denies individual creativity must be considered as a sure sign 
of cultural significance, and it is worth observing that over the years, in what 
seems to represent an accelerating trend, some individual authors such as Alan 
Moore, Frank Miller, Garth Ennis, or Warren Ellis have transcended the 
narrative, commercial, and moral limitations imposed upon the comic book 
medium and have fought, whether directly or indirectly, the assimilation of 
comic books with the superhero genre. For instance, Warren Ellis’s monumental
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Transmetropolitain or Frank Miller’s acclaimed Sin City series have done away 
altogether with a narrative universe centered around super-powered individuals, 
and demonstrate by their very existence that the medium is no longer the 
property of one single, morally bankable genre. More significantly yet, some 
works go as far as openly confronting and challenging fundamental notions 
regarding superheroes, in a sort of meta-fictitious rebellion, as best exemplified 
by Moore’s and Gibbon’s well-known Watchmen: heroes are no longer “super,” 
but rather humanized to the point of becoming simple masked vigilantes, more 
or less intelligent, as Ozymandias, bitter, as Rorshach, or violent, as The 
Comedian. The only notable exception is, of course. Dr. Manhattan, a true 
superhero who grows more and more disconnected from human concerns as the 
narration progresses and ends up leaving for another galaxy. The emotional 
separation from human beings which characterizes Dr. Manhattan, his inability 
to relate to un-powered human beings puts forth a very natural, albeit carefully 
overlooked notion regarding the very essence of the superhero; in a move 
opposed to that of Superman, who comes from the outside and embraces the 
human cause. Dr. Manhattan comes from the inside— ĥe was human— but 
grows irremediably detached from Humanity. The character of Dr. Manhattan 
points out a narrative contradiction at the heart of the superhero genre, that of 
the identification of a super-powered individual with simple human beings, 
contradiction without which the genre would quickly lose its moral base: in its 
traditional representation, the superhero spontaneously espouses the system of 
values enforced by the majority, which is to say that the most exceptional 
individual feels the irresistible need to be at the service of the most common 
collective entity, and that implies a serious a leap of faith. In this sense. 
Watchmen is canonical for it is one of the very first comic books that literally 
unmasks superheroes by un-covering the narrative paradoxes of the genre.

The case of Garth Ennis’s and Darrick Robertson’s The Boys constitutes 
perhaps the most remarkable and explicit example of the aforementioned 
narrative rebellion against the ruling genre, for it represents, on many different 
levels, the struggle of U.S. comic books to break free from the domination of 
super-powered individuals in tights. For starters, the narrative premise of The 
Boys is the surveillance of superheroes, who are portrayed as a reckless, 
dangerous lot, directly responsible for more human and material collateral 
damage than the evil that they are supposed to defeat.'^ In a complete subversion 
of the superhero narrative paradigms, the five members of the Boys are 
vigilantes in their own right whose archenemies happen to be the superheroes 
themselves, and just as Superman or Spiderman are in charge of cleaning the 
streets of thugs and gangsters, the Boys’ mission is to protect society of the 
latent menace created by super-powered individuals: the superheroes have 
finally become the super-villains. Leaving no room for ambiguity. The Boys 
introduces caricatural superhero organizations very reminiscent of Marvel’s 
“The Avengers” or of DC’s “The Justice League,” such as “The Seven” and 
“Teenage Kix,” the members of which are for the most part drug addicts and sex
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fiends’̂  who abuse their powers and their social recognition to satisfy their most 
primal instincts and literally get away with rape and murder. The Boys’ task 
appears therefore more than justified for superheroes obviously constitute a 
social menace and must be policed, punished, and even sometimes eliminated. It 
is revealed by The Legend, a comic book store owner who provides The Boys 
with data regarding “the supes,” that Victory Comics, the comic book publishing 
company controlled by the powerful Vought-American corporation, has 
manufactured and promoted false information about superheroes, hence forging 
an artificial image of morally irreproachable saviors for public use; society has 
been fooled in believing that it needed superheroes and even the CIA, the main 
sponsor of the Boys, is reluctant to confront Vought-American directly for fear 
it would unleash its super-powered maniacs against the agency and the country 
itself, which is to say that in essence, any superhero is susceptible to be a 
supervillain.

The Boys is not only a comic book narration with particularly well- 
developed characters and a definitely mature tone, it is also the story of a 
struggle within the industry itself: assisted by a comic-book store owner, the 
Boys defend the interest of society by fighting against superheroes manipulated 
by a cold-blooded corporation which happens to have constructed the myth of 
the superman through the publication of its very own brand of comic books. By 
adding a meta-fictitious dimension to the narration. The Boys explicitly 
denounces the corporate structure which has confined the genre to endless 
repetitions of the same manichean conflict; it is a superhero comic book entirely 
devoted to free the comic book medium from the domination of superheroes 
through the systematic destruction of generic, morally viable albeit 
unsustainable cliches.

When one considers the success, both public and critical of Watchmen and 
of The Boys, as well as the increasing abundance of comic books and graphic 
novels which altogether exclude superheroes from their narrative universes, it 
appears that the comic book medium in the United States is in the process of 
escaping its commercial and thematic limitations, hence becoming more 
artistically and culturally significant than ever before. Its recipient has grown 
older, more mature, and more demanding, and the over-extended, somewhat 
contrived reign of superheroes upon an entire narrative medium is drawing to an 
end, allowing for renewed artistic creativity, which should ease the 
enthronization of a much too long disparaged narrative form into the already 
generically confused canon of literary and cultural studies; after all, comic books 
are no child’s play.

West Virginia University Daniel Ferreras Savoye

Notes
‘ The disastrous effects of postmodern theory upon the definition and practice of our 
discipline are further described in “The Birth of Counter Theory.”
 ̂ Cultural and Popular Culture studies are easy preys for current critical trends
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exclusively grounded upon the dogmatic affirmations of postmodern theoretical, often 
ideologically motivated inquiries, and are at risk of dissolving into the lyrical over 
conceptualized rhetoric that characterizes most of today’s critical inquiries; as observed 
elsewhere, postmodern theoretically oriented scholars tend to consider the dogmatic 
affirmations of any given renown theorist as axiomatic, and so, some of the most absurd 
claims of postmodern theory—such as radical relativism or the confusion between 
criticism and literature—are no longer open for debate, having been accepted once and 
for all as universal and unquestionable truths (see Mark Bauerlein, “Social 
Constructionism: Philosophy for the Academic Workplace”).
 ̂ See Rene Welleck, The Death o f Literary Studies and Other Essays; Juan Luis Alborg, 

De criticos y  critica; Terry Eagleton, Literary Theory; Jonathan Culler, “Literary Theory” 
in Introduction to Scholarship in Modern Languages and Literatures; Lucien Goldmann, 
Le Dieu Cache and Structures mentales et creation culturelle; Jacques Derrida, Glas.
 ̂ Among the most thought-provoking—or preposterous, depending upon our view of 

things—affirmations of deconstruction is the notion that everything is a social 
construction and therefore submitted to an hegemonic system which needs to be 
unraveled at all cost to benefit the silenced social, sexual, and racial minorities, hence 
serving the political correctness agenda in its most elementary principles. That might not 
be enough to actually define what in the world we are supposed to be doing today as 
practitioners of a human science which seems to have abandoned the illusion of defining 
its object of study as if it were some unattainable chimera, probably promoted in the first 
place by the imperialist epistemological priorities of the dominating class. The formalist 
and structuralist attempts to define literature, which only succeeded in shifting towards 
linguistic considerations surrounding “literariness,” had at least the merit of their 
intention; such project would be today considered as unacceptably objective and 
politically misinformed, if not downright reactionary.
 ̂ We cannot ignore indeed Shakespeare’s contribution to poetry, however, it is 

undeniable that his most universally known works belong to theatre.
 ̂ The very word “literature” comes from the Latin lit(t)era, “letter” and refers to 

“learning, writing, grammar.”
 ̂Pierre Souvestre and Marcel Allain, authors of the popular Fantomas novels or Preston 

and Fairchild, authors of the Pendergast series are good illustration of dual authorship; 
Stephen King, Robert Ludlum, John Patterson, and John Grisham all seem to be working 
with a collaborator these days; however, one may wonder if rather than a team effort, 
those jointly written novels are the result of mere market analysis and capitalize on the 
name of those famous authors rather than upon their imagination. There is also the case 
of “assembly-line” writing, illustrated by pulp publications of the earlier 20̂  ̂ century, 
such as the adventures of the “American Sherlock Holmes,” Harry Dickson, which 
employed an undetermined amount of authors for one serial, all to remain anonymous, a 
wide spread practice in the U.S. publication industry; as to be expected, the quality of 
these type of publications varies a great deal from issue to issue and even within a single 
installment.
 ̂ The case of Les Essais by the renowned 16^ century French writer, Michel de 

Montaigne, exemplifies the arbitrary character of the so-called literary canon, for not only 
are Les Essais exclusively composed of personal reflections but they were never actually 
written: they were dictated, that is orally improvised. To consider a transcribed one-way 
conversation with oneself as a “literary” master work does require some imagination; 
however, Montaigne is unquestionably included in the literary canon by what appears 
today to be a fossilized tradition. Incidentally, both Montaigne and Pascal are listed in
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Bloom’s rundown of the Western Canon (Appendix B, The Aristocratic Age,) while 
important novelists such as Donatien Alphonse de Sade, Emilia Pardo Bazan, and Luis 
Martin Santos are omitted.
 ̂ Postmodern Critical Theory as defined in two occasions by one of his most fervent 

promoters, Jonathan Culler, is “( • • • )  an unbounded corpus of writing about everything 
under the sun ( . . . ) ” (“Literary Theory” in the Introduction to Scholarship in Modern 
Languages and Literatures, 203 and Literary Theory: A Very Short Introduction, 3). In 
practice. Critical Theory consists mainly in raiding neighboring fields such as 
philosophy, psychoanalysis, or anthropology to serve ideological agendas and the alleged 
original corpus of study—namely “literature”—is only considered as long as it serves the 
theoretical purpose.

I use The Adventures o f Tintin as a generic title; each of Tintin’s adventure bears its 
own title.
** I am referring in particular to Las Moradas, which is considered to be Teresa of 
Avila’s masterpiece; her alleged autobiography, Vida de la santa (Life o f the Saint), could 
indeed be considered more “literary” for it presents a character, Teresa de Avila herself, 
and suggests, although very faintly, some kind of narrative conflict that opposes the 
narrative voice to reality. However, the intentionality of any work by Teresa of Avila is 
not artistic but didactic for it aims to edify rather than to provoke the aesthetic 
defamiliarization that we generally associate with any work of art, and reading Vida de la 
Santa as a fictitious narration would be grossly missing the point: in strict generic terms, 
only her poetic production belongs to a possible literary corpus. Ironically, Teresa of 
Avila herself was turned into a real literary character in 1980 by French comic book 
author, Claire Bretecher in La Vie passionnee de Therese d ’Avila’, needless to say, 
Bretecher’s humorous and irreverent treatment of the character has little to do with the 
content of the original Vida de la Santa, for in order to become literature, Teresa of 
Avila’s text had to disappear and the historical persona had to give way to a fictional 
character.

In Europe, the notion of “comic books for adults” does not imply the representation of 
graphic sex and/or ultra violence as it usually does in the United States. Marcel Gotlib’s 
La Rubrique-a-braque (Date) or Floc’h’s and Riviere’s Le Rendez-vous de Sevenoaks 
(Date) do not include explicit sexual representations nor depictions of ultra-violence; 
however, they do feature artistic and literary references which are unlikely to be caught 
by a child or a teenager.

There exists a variety of comic books in a multitude of genres, and to equate 
superheroes with an entire medium would imply an unacceptable reduction of our corpus; 
however, as we attempt to describe general tendencies, we must naturally synthesize the 
available data: in terms of sheer statistics and common perception, the medium of the 
comic book is widely dominated by the genre of superheroes.

Robert Crumb and Gilbert Shelton both belong to what is known as the “underground 
comic” movement.

The film Hancock presents a similar dilemma, although in a much more diluted manner 
since there the super hero can make amends and change his ways, an alternative that is 
excluded from the beginning of The Boys: superheroes are just essentially and 
irremediably rotten.

The mini-series Herogasm (“from the pages of The Boys”) is entirely devoted to the 
yearly celebration organized exclusively for superheroes by the Vough-American 
Corporation in a secluded location, during which they indulge in drug binges and sexual 
fantasies with expensive call girls and boys.
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' The list of successful non-superheroic comic books is long and varied and their cultural 
worth remains to be determined; however, besides the already mentioned 
Transmetropolitan, which is doubtlessly deserving of scholarly attention, we can point 
out the clever adaptation of Richard Stark’s Parker series by Darwyn Cooke and the 
slightly surrealistic Chew by John Layman and Rob Guillory, winner of the 2010 Eisner 
Award as equally worth of canonical consideration.
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Rape and Regret:
Construction and Reconstruction of the 

Molested Girl in Popular Culture

The fictive female victim must be a compelling figure or the brutal reality 
of her assault can destroy interest in a tale centered around rape. Modem popular 
culture, in particular, has addressed this issue with the creation of the victim as 
villain in the myth of the nymphet, the sexually compelling female child who 
should not yet be touched but who inspires sexual feelings anyway. She is fresh, 
flm and safe, pretty to look at, and reminds everyone of their younger days. She 
is a popular topic in literature, in movies, and on catwalks and has a well- 
documented history as the child overwhelmed and then silenced by the bmtal 
forces of modem society. Three icons of popular literature in particular— 
Nabokov’s Lolita, Georges Bataille’s Marcelle, and Stieg Larsson’s Lisbeth 
Salander—can be used to show this process at work and help track both the 
inception and evolution of the popular image of the raped girl as both the muted 
victim and the vamp in terms of mainstream ideology.

After being silenced by the men who made them, Delores, Marcelle, and 
Lisbeth still have something left to say about the popular understanding of the 
molested girl. Delores (Lolita) Haze, Nabokov’s famous nymphet, is so stifled 
that we refer to her by her rapist’s nickname rather than her given one. She lies 
dead on white sheets with prenatal blood drying between her legs. Marcelle, 
Georges Bataille’s adolescent suicide in Story o f the Eye, was once a “ravishing 
blond girl”; she now swings from a rope in a wardrobe where she died, pissing 
on herself in the process. Only Lisbeth Salander, The Girl with the Dragon 
Tattoo, escapes, but she no longer wants to tell her story now that all the lies are 
exposed. After dispatching their duties as sirens dispelling and explaining the 
nightmare moments of the men who made them, these girls leave indelible 
marks on our imaginations. Like little kids poking at a dead squirrel, we keep 
worrying over the raped girls’ remains. The perfectly innocent victim, the 
nymphet seems to possess our guilt whether we watched or participated. Just by 
existing, these “shes” seem to express dread in a way that keeps us aware of our 
own inescapable regrets.

Siren: to squeal, to scream, to cry out, a temptress, a charmer and a sexpot.
In fiction the little girl is a sexless creature, a mysterious entity with fallow 

powers. Is it her youth, her femininity, her shape, the length of her hair, her 
hemline, her smell, the way she curls up on a couch, or the way she walks 
barefoot that reminds us of a failure to protect and that compels us to reflect on 
how many times we have been exposed when we preferred privacy? We 
definitely see her in pieces, for as a young girl, she is a bit of a blank page and 
what reflects back off the whiteness obliges us to keep writing about and reading
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her story. For in the minds of her makers (readers and writers) she is a cipher 
that lacks content until her rapists infiltrate her. Then, forever after haunted by 
the spirit of sexual degeneracy, she becomes a secondary source of evil 
transformed into an image so fascinating that we cannot ignore her.

Nabokov maintained that “the initial shiver of inspiration” (Nabokov, 
5123-31) for Lolita Haze was a newspaper story about an ape that when he was 
taught to draw, he sketched the bars of his cage, surprising his captors with the 
fact that he knew he was imprisoned. In his novel. The Story o f the Eye, Georges 
Bataille said that he “found” Marcelle in the shadows of his parents’ sordid 
histories. He claimed that twisting memories of a dismaying childhood into the 
lewd images of his novel allowed him to solve a riddle that “no one divined 
more deeply than I” (Bataille, 46). In this explanation he refers to, “The ‘eye of 
conscience’ and the ‘woods of justice’” (Bataille, 45). Perhaps he proposes an 
all-seeing eye that judges transgression and maybe he means the woods where 
feral behavior is often bom, in literature anyway. Stieg Larsson, author of the 
Girl with the Dragon Tattoo series claimed that Lisbeth Salander was the result 
of a rape he saw and failed to prevent. Nabokov alleged that there was no moral 
to his story. Larsson was an avowed political activist. Bataille said he used 
transgression to create what he called a “breaking point of the conscious,” where 
he said deviancy could erase the separateness responsible for trapping people in 
bad moments. Each writer in his own way sought expiation from feeling badly 
and chose a young girl to take the bmnt of punishment in service of his goals, a 
helpless and frail shape to house the questions of guilt.

If we look at all three of these fictive females, we see prime examples of 
voiceless victims. All three are casualties of men who muzzle them and who try 
to replace their identities with sexualized fantasies. All three are the result of a 
masculine intention to maim and avoid responsibility for the act, and as a result, 
all three become dangerous creatures, resistant strains of societies in which little 
girls are disposable. The beauty of these three characters in particular is the fact 
that they are so sturdy that they fight the deadening fit. Although some are 
vanquished, all three elude erasure because instead of disappearing, they stand 
out, frightening us with connections to fiercely erotic and violent tendencies that 
threaten the assemblies that insisted they be raped, and like it, in the first place.

The fact that these novelists had different authorial intents, and yet all relied 
on a girl to tell their stories, emphasizes the control this image of femininity has 
on the male mentality. The fact that each of these books sold well perhaps 
indicates that this myth of the pretty, bad girl has a profound hold on more than 
just the male imagination. Further, each of these works continues a conversation 
with literature and literary criticism that has resulted in a solid base of 
paperwork. The little girl has history and she fascinates her audiences. Bataille’s 
work is still widely referred to in scholastic and popular culture. Its content 
surfaces in popular novels, is referred to in pop songs, appears in movies, and 
has been featured in seminal critical works. Lolita is an international cultural 
icon, and Larsson’s trilogy not only topped international book selling charts but
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within the decade of its release has also spawned two film versions. One way or 
another we cannot leave these little girls alone. Fascinated by the idea of a raped 
girl child and her supposed perversions, we also seem to keep struggling with a 
sense that somehow she is responsible for what is done to her. Perhaps this is 
because this impulse to blame masks a smoldering rage that her continued 
existence foments. As long as she stands center stage, she reminds her villains of 
their guilt and the rest of us of our complicity in that guilt when these authors 
propel her to center stage and create characters that revive this image.

Nabokov is said to have decried the notion of Lolita as a symbol. Novelist 
Robertson Davies once described her story as that of “the exploitation of a weak 
adult by a corrupt child” and he is not alone in this determination. A staggering 
amount of public reviews, interpretations, and adaptations of this seminal work 
assumes a sense of the child as the rapist of the monster who is forgiven because 
he is a victim of his impulses (de la Durantaye). The fact that Lolita is a rapist’s 
fictive justification for his sick work is often ignored as reviewers discuss how 
they are delighted, intrigued, and amused by her adventures {The Complete 
Review). Many other authors have noticed that the rapist is the only speaker in 
the novel, but the power of the demon seed child corrupting the grown man, 
thereby leading him into acts of perversion still seems to be the prevailing sense 
of this story. Some, unable to cope with the crimes perpetrated in the text, 
interpret Delores Haze as a symbol of America, they make her older, they make 
Humbert younger, they make her punk, they make her hard-core but they can 
never ignore her {The Complete Review). It is also possible that because 
Humberts live among us in real life and because their existence is often in 
cooperation with ours, we prefer to believe that the little girl is a willing 
participant. But when a man who participates in murder, fraud, and kidnapping 
tells us that his twelve-year-old stepchild is not a virgin and that she loves sex 
with grown men, we have to consider the source. She wants him yet he needs to 
drug his “doomed child” before he can rape her. He calls it, “Sparing her purity 
by operating only in the stealth of the night” (Nabokov, 2045-53). But perhaps, 
more precisely, he knows that if she sees the act she can name it and this would 
sully Humbert’s view of himself Once Lolita is raped and she calls the act 
“incest,” Humbert silences her with “the reformatory threat,” introducing us to 
the process of overt revisionism in terms of Lolita’s history that makes the rape 
more comfortable to remember and that makes the girl a criminal. In order to put 
us as ease with his degeneracy, Humbert remakes the girl, divorcing the child 
from herself He renames her then steals her from her life. He rewrites her 
beginning. Lolita was not bom of woman, instead Humbert says Lolita “began 
with Annabel,” his long dead amour, and turns Lolita into more of a ghost than a 
little girl. In Humbert’s words, Lolita is not a young girl but a “nymphic 
(demonic),” a “little deadly demon,” “my Riviera love,” a beauty, a “cinematic 
still,” a “twelve-year-old flame,” his darling, wife, and bride. Nabokov fills his 
protagonist’s mouth with new ways to shape Lolita’s character. He, and we, see 
Lolita as a picture rather than a human being, which serves two purposes:
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Humbert becomes an artist rather than a pervert and the girl becomes an 
accomplice. These terms used to describe Lolita are not only possessive but they 
also indicate a kind of free will Humbert is trying to impress on our view of his 
captive. She is magic, ephemeral, a vision, and a grown-up. Nabokov creates the 
virginal child as an empty vessel and then fills her up with a degenerate’s vision. 
And for her part, without assistance, Lolita must learn, on the fly, how to use the 
language of the man who would unmake her. She is not real to her rapist, not a 
reproductive entity but the dead end dream of a nightmaring man who seeks 
stasis. He creates a dead zone separate from life where the rules and 
expectations of maturity and morality that he cannot accept do not exist. Except 
that Lolita is a growing girl and does transform. Humbert cannot see her as a 
whole human being. Lolita is a game to Humbert, and to his joy (as long as it is 
a game there are no ramifications) and dismay (she learns to resist according to 
the rules) she learns to play. But because the game is never between peers, she is 
only allowed an impression of power. Remember that this story starts with an 
impression of a caged ape. Humbert says Lolita negotiates the price of sexual 
favors in order to create the impression that she is getting a fair shake. “. . .  she 
took advantage,” he says. When the specified allowance paid on the account that 
she fulfills “her basic obligations,” does not suit her, he says, “She was . . .  not 
easy to deal with. Only very listlessly did she earn her three pennies” (Nabokov, 
2986-94). But kidnapped and carried from hotel to hotel, Lolita cannot 
overcome her captor physically. All she has at hand is a studied resistance. She 
can throw tantrums, she can bargain, she can threaten to scream, she can make 
friends outside her corrupt family circle, and she can try to make her captor pay. 
It is a strategy similar to that used by POWs trying to retain their identities and 
maintain their will to live in situations where they were powerless and abused. 
Nabokov gives us a girl fighting erasure, and he reaches for literary fellows to 
craft this struggle, men also captivated by the trapped girl. Annabel Lee is the 
lost love that Humbert says drives him to perversion, Poe’s lost love. Lolita is 
described as pitiful and entrancing. In addition to the many textual references to 
Poe’s works there are also references to Flaubert, Proust, Rabelais, Baudelaire, 
and Balzac, to name a few. This is a work in conversation with other men (and 
their readers) about masculine fears of passions that power a desire to offend. It 
is a lecture about the hatred of the object of desire that seems to lie at the root of 
the male imaginations that foster this paragon of helplessness. Most of the 
writers referred to in this work are also famous for social observation. Many of 
them claimed that they only reflected real world values in their works. And it is 
telling that every adult female in Lolita, except for our heroine and her nymphet 
friends, are fiercely ugly and demanding crones. They are fat, clumsy, mediocre, 
hopelessly unattractive, sluttish, and worn out. Lolita’s mother is harping and 
Humbert’s first wife is dumb, according to him. He cannot shape a grown 
woman to his desires because she has a full will and identity of her own and in 
Humbert’s distorted view this makes her ugly. A woman is out of place on the 
sandy shores and bright beautiful islands Humbert imagines for Lolita because
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the adult female is a figure out of control. The little girl however resonates 
inside us all, tells the truth of our own constant sense of helplessness and asks if 
we treat ourselves well when we are at our weakest points. Humbert cannot cope 
inside relationships with those who maintain independent identities. Because 
adult females cannot be subsumed by his reflections, they are dragons. They 
claw and harp. Little girls, though, are glowing, beautiful items that only turn 
ugly whenever they assert themselves. Lolita is vicious, sulky, the “immortal 
daemon” when she resists. She is, in the end, the shape of male fear. Humbert is 
justifying his crimes because he is about to be judged and he is very ill. It is 
telling that he dies of a heart attack, a victim of heart sickness where the soul is 
said to lie, and telling that Lolita dies at the moment of creating what would be, 
in Humbert’s eyes and in those of his ilk, another endangered victim. Her final 
refusal to participate is in dying. Sucked of the fortitude to control her or her 
child’s destiny because that part of her has been destroyed by her rapist, Lolita 
expires before she can become a part of the chain of disgust that has shaped her 
world, the mind of her rapist, and the world the man who is writing the book 
reflects. And we are relieved both of the view of the dirtied girl and of our 
responsibility for her existence when she does die, because we no longer need to 
save her. But we are still left wallowing inside Humbert’s fantasy, one that he is 
willing to kill to protect. “Gray-faced, baggy-eyed, fluffily disheveled in a 
scanty balding” (Nabokov, 4858-65). Quilty, the book’s other pervert, is the 
hoary monster that peers out of Humbert’s eyes when he lets down his guard. 
During their life and death struggle for the gun Humbert can in fact not 
determined who is who during their struggle. “. . .  he rolled over me. I rolled 
over him. We roll over me. They rolled over him. We rolled over us” (Nabokov, 
4944-52). And it takes many bullets to kill Quilty because Humbert fails to take 
dead aim at himself so killing his “other” is a hard job.

Humbert took Lolita from her life but he never entirely subsumes her. 
Quilty conspires with her and when she wants to leave, she does, making her a 
more proactive creature; therefore, creating a hole in Humbert’s fantasy where 
guilt peers through. Lolita is a dangerous girl at their last meeting. He passes her 
without touching her: when they meet after she is married. He calls her a 
“blurred” and “washed out” beauty (Nabokov, 4482-91). She is the woman who 
exercised agency, and in so doing allowed a glimmer of the truth of the monster 
Humbert is to shimmer to the surface. Humbert needs a worldview in which 
captives imprison the captors. When Lolita uses choice to escape, he completely 
loses control. He has one last card to play. Arrested for driving on the wrong 
side of the road, not an act of a man evading the law, he uses his last moments to 
once again rewrite the view of the girl child and we read to the end to see if he 
succeeds. It can be supposed that this girl will not age well, but what horrifies 
Humbert is that she matures and this he cannot allow without recompense. 
Lolita as a grown-up becomes a coarse beast in Humbert’s view. “I kept 
retreating in a mincing dance [as she advanced]” (Nabokov, 4622-32). He 
expresses less fear of dying and imprisonment than he does of losing control of
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our view of Lolita. She is dead to him when she grows up and once this happens 
his reason for living vanishes. And thus Nabokov takes the view of captives, 
reflected from a story of an animal in a cage and brings the raped girl into 
modernity where she is turned into a villain before she can get old enough, 
strong enough, or smart enough to deny the charge. We may see through 
Humbert’s word games, but our view of Lolita is tarnished from start to end and 
our view of her is familiar to us. And this effort would fail unless somewhere 
inside the reader an image of such a girl resides or this girl’s story would not 
shine through so fiercely.

George Bataille creates Marcelle to serve more poignant intentions, but he 
still muzzles her and makes her complicit in her abuse. She is introduced from 
the beginning as a misty figure, “the purest and most affecting” (Bataille, 5) girl. 
Marcelle stumbles upon her friends and becomes a passive victim. She falls to 
the ground, is immediately undressed, and while she sobs but willingly submits, 
her “friends” molest her, according to a narrator who has wandered so far into 
the realm of disgusting that it is hard to believe all he says. Passive to the point 
that we never hear her speak, Marcelle is an empty hole who gets filled with her 
friends’ pain; she shrieks or cries, first in horror and then maniacally, but she 
does not speak. She completely succumbs, losing herself by becoming a 
featureless piece of the mental dissolution that overtakes her assailants. For a 
while the trio morphs into a single entity, descriptions of sex between these 
characters present more like a melding of elements than a mixing of individuals. 
A liquid flow adds to this view, they fiick in a wash of mud, spit, piss and blood 
that runs between the bodies and creates a connected whole so devoid of selves 
that when someone breaks a glass and all are cut, no one notices until the scene 
is finished. Bataille has the image of gross parents to overcome. In reaction, he 
makes his characters wallow inside a mucky nightmare where individuality is 
overwhelmed. A storm is the main character of one scene. It is not the girl or her 
rapists but the lightening, the thunder, the flashes, and the mud that we know in 
terms of the assault. It is not the people but the pieces, the mouths, the cock, the 
cunts, the ass, the balls, and the soil-covered legs that we see. Bataille’s narrator 
and his lover (Simone) will separate from the scene and recover themselves, 
Marcelle will not. Once Bataille has faced his demons in the shape of the 
helpless girl he will eradicate them. Marcelle is ashamed. She blushes at the 
memory of her “participation.” She avoids her rapists until they find her again, 
get her drunk, and drag her into another orgy; and this time the experience is so 
profound that Marcelle must be committed to an insane asylum as a result. She 
is an object without a voice. “The sight of Marcelle blushing completely 
overwhelmed us . . .  and we were certain that from now on nothing would make 
us shrink from achieving our ends” (Bataille, 7). She is a pawn, a means. Made 
to feel guilty for an inability to overcome stronger partners, she slips away in her 
mind in order to escape. Bataille’s purpose is the search for dissolution. Seeking 
the moment when self slips away, Bataille locates this abyssal occasion in the 
mind of a girl who has been destroyed by extreme debauchery. And as he
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describes it, he reflects the values of a society that agrees maybe not with the 
extremity of his vision but with his general view of the girl as the young slut. 
The text itself is devoid of moral judgment, except that the girl’s death makes 
her a failure. She could not endure the dissolution one needs to face in order to 
recover from trauma so she is erased. Bataille, in his final chapters, admits that 
he was coping with the despair inflicted by a traumatic past, but in using the girl 
and filling her with the debauchery of her rapists, he contributes to a common 
theme, “it’s the girl’s fault.” Overrun by a will stronger than her own, Marcelle 
becomes a pale, piss-drenched figure so filled with regret for what has been 
done to her that she becomes an animal jerking off in a wardrobe. A girl raised 
in a religious society (Roman Catholic), she raises the specter of a holy man 
who both assaults and then accuses her. One of her fantasies is that of a 
predatory cardinal. Then she is locked away as if she is the source of depravity 
that created her despair. Transformed into a derivative of a male mind that 
needed to dirty the girl in order to feel better, Marcelle cannot continue and 
hangs herself And her death almost erases her from the scene. The protagonists 
make no statement of sorrow or guilt when she is found. She rises one last time 
in a church where a priest is sullied and killed. The fact of being hounded to 
death by a nightmarish cardinal attaches every religious aspect of story to an 
echo of Marcelle so when a priest is murdered we hear her voice. But now it is 
our horror of the act that brings us closer to who she might have been and makes 
us confront the realizations that frightened her to death. She had “an unusual 
lack of willpower” (Bataille, 6), the narrator says after promising not to touch 
her again. Then he feeds her champagne and drags her to an orgy. If she had 
been stronger, she would have been less guilty, her weakness was her fault. If 
she had been more forceful, she would have escaped:

“Why do you want to leave?” [I asked after the orgy had 
started.]

“Just because,” she replied stubbornly, a violent rage 
gradually overcoming her” (Bataille, 7).

She cannot say no exactly because her maker will not give her the words. We do 
not delve into her resistance because it does not fit into the paradigm and her 
fears do not concern the narrator, nor do they save her.

If she had been stronger, she would have asserted herself and would not 
have been dragged into the mess in the first place. She wants to leave and 
cannot. The narrator claims she is an active participant and yet she hides in a 
wardrobe to escape. He says that she wants to play their games and yet she wets 
herself and cries for help as the scene drags on. Her fear makes the others laugh 
because her helplessness is the point not her exercise of free will. We have no 
history of this girl. We see no mourners when she dies. She only exists as an 
important figure as long as she can be abused. Lack of detail makes Marcelle 
real for this narrator. He keeps her as a vague form in order to sully her without 
regret. He needs perversity in order to escape responsibility and so her death is
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hardly noticeable, but it is in death that the girl fights back. Just before Marcelle 
dies she is described as an “extraordinary hallucination,” her death is foretold as 
part of a romantic fantasy. The protagonists are “furious” and “frightened” but 
not “awestruck” by the body hanging in the wardrobe. “Marcelle belonged to us 
so deeply. . .  that we could not see her as just another corpse” (Bataille, 24). 
Alive she is a thing instead of a person, but when she dies she recovers herself 
from the debauchery becoming transcendent and holy. She becomes the maiden 
dangerous who rises above. Rising above the muck, she haunts the last murder 
with her absence and accompanies the priest to his redemption. What was 
beautiful about the trio was contained inside Marcelle. Unwilling and unable to 
resist in life she serves her abusers, but after death the voice that shapes her 
gives her heft and suddenly it is her abusers who become faceless creatures 
forced to find their futures at sea.

Stieg Larsson uses Lisbeth in part to expiate guilt and as an expression of a 
lifetime spent fighting racism and right wing extremism (Stieg Larsson bio). In 
his trilogy, this author presents an abused girl who buries her emotions, but who 
is a complicated, intelligent, vindictive, violent, moral, and sexually 
promiscuous character. As with the other two girls, she is defined by the people 
who describe her more than by what she chooses to say or do. We spend much 
more time in the story reading about people talking about Lisbeth than we do 
reading Lisbeth’s words and thoughts. We know her because her enemies deface 
her and ascribe their sins and sicknesses to her. We understand her by the way 
her friends defend her. Lisbeth rarely speaks up for herself, seldom defends what 
she has become, and is not seeking a savior. Unlike the other girls however, she 
is a champion. She rescues the crusading journalist (the fictive representative of 
the book’s author) in the first book, saves a wife from a murderous husband in 
the second, and ensures that her legal guardian, a man incapacitated and 
institutionalized, gets better treatment that she ever did in the same situation. 
Unlike his scribing fellows, Larsson turns the lens away from the girl and 
focuses more on the process by which a girl is muzzled and debauched by 
society. This story is about how the little girl’s tormentors react when she 
resists. She has more fiber than her predecessors and stands more in the 
background unless absolutely necessary. She fights back when she is abused and 
as a result is labeled a psychotic and locked away. But she understands her 
captors and controls the situation by shutting up so that her enemies can only use 
their words to define her. She persists by remembering that she has a separate 
self, different from the sullied girl her captors want her to be. She is called a slut 
because she fends off her rapists and is then labeled anti-social when she shuts 
out the world that wants to ruin her, but her creator gives her an interior that 
keeps track of the girl she was meant to be so she never loses her way. Larsson’s 
little girl is a tape recorder. She is also the grit in the machine that wants her 
effaced. Being anti-social keeps her whole and allows her the free will and 
definition that her literary sisters are denied. As a result, the authorities in the 
male made society that need her silenced can only accuse her of their sins. If she
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has their strength, then they presume she must be like them. If she survives 
being shot, then she must be an assassin. If she can fend off thugs sent to kill 
her, then she must be psychotic. If she can neuter her pervert guardian, then she 
must have authority issues. Terrorized by men she must indeed be a terror 
herself If she refuses to fit into a sick society, and insists on living a solitary and 
silent life, then she must be a Satanist. An offense to the society that shapes her, 
Lisbeth is a mirror of this community’s failures. She reflects its responsibilities 
back at its leaders when she resists. Her failure to speak allows her tormentors to 
hang themselves when they call her names. Lisbeth’s legal trials are overt 
attempts to keep her word from being validated. If Lisbeth tells her story, she 
inadvertently reveals the scope of masculine criminal behavior that shapes 
everyone’s world, and this is the sin that enrages her persecutors who need her 
erased. This need frees the men from guilt and makes it imperative that Lisbeth 
accept the stories being told about her, as is demonstrated most fully in this 
conversation between Lisbeth’s attorney and the psychiatrist who imprisoned 
Lisbeth. The structure only holds if Lisbeth’s word can be invalidated:

“For how many days in two years . . .  was she kept in 
restraints?”

“. .. perhaps on 30 occasions.”
“. .. that’s a fraction of the 380 that she claims.”
“Undeniably.”
“. . .  a copy of Lisbeth Sander’s medical records . . .  [lists] the 

figure [at] 381.”
“. . .  this is classified information” (485, The Girl Who Kicked 

the Hornet *s Nest).

Instead of being saddened because he lied, the doctor, one of the prominent 
authority figures Lisbeth must face, is outraged at being contradicted. In his 
view it is the little girl’s business to take the shape she is offered in his 
interpretation of her. In his mind he molested her because she hated herself and 
proof of this is the fact that she accuses him. He cannot let her make statements 
about herself without seeing them as statements about him. He reveals Lisbeth’s 
story in pieces so that the general vision of the girl has no context and therefore 
seems perverse. All legal documents concerning Lisbeth cannot legally be 
revealed because men (doctors, policemen, government officials, and legal 
guardians) say so. Records that the girl burned her father to protect her mother 
are shredded. Records that prove Lisbeth’s mother was mentally ill remain 
intact. Records of Lisbeth being bullied vanish. Affidavits recording her 
responses are published. If Lisbeth resents this effort to alter her history then she 
must be deranged.

The men after Lisbeth believe that they are acting in self-defense. “The 
solution to the problem had been simple. . .  [she] would necessarily 
disappear.. .” (92, The Girl Who Kicked the Hornet’s Nest). A description of 
the solution that in these men’s minds would resolve the “worst crises” they had
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yet faced. She had been vulnerable to all these men at one point and they took 
advantage when they could, but if she had been stronger, they would not have 
become sinners. “Salander had been the perfect solution. She was 
defenseless .. . The opportunity makes the thief’ (43, The Girl Who Played with 
Fire), “There can be no man that wants you, [as you are]” as Zala Slander’s 
(Lisbeth’s father) complained (690, The Girl Who Kicked the Hornet *s Nest). In 
the minds of these men the girl cannot exist even as an idea unless a man needs 
her. If his need takes an ugly shape, then it is her business to change her form as 
well. But Lisbeth sees through this kind of recreation and this makes her 
dangerous. “You’re just an ordinary asshole who hates women,” (693, The Girl 
Who Kicked the Hornet's Nest) she says. Zala sees no harm in being a beast but 
is offended by the continued existence of a child who keeps calling him names. 
The guileless girl child who inspired his degeneracy will not shut up so she 
needs to go. “It is best if you just disappear,” (695, The Girl Who Kicked the 
Hornet's Nest) he says, voicing the opinion of all of Lisbeth’s rapists, for in the 
male mind in this world her disappearance fixes the problem of their sin.

There is something about the little girl that is untenable. She cannot control 
the monsters that hunt her, and because she cannot stop the beasts, they show 
their true faces and this is her sin. In this view humans are in essence untamed 
wailing beings that need to be controlled in order to be civilized. It is an anxious 
view of the human heart, people as criminals and sinners at core who can only 
be trusted when they are forced to behave. Those who cannot discipline this 
walking wilderness are guilty of failing to provide. It does not matter that the 
little girls should be safe in male hands, what matters is that if the girls did not 
exist in the first place, the molesters could not molest. Opportunity makes these 
girls guilty. It is their shapelessness, and a budding but veiled sexuality, that 
allow their captors to project their dirty selves onto the children who may be too 
young to tame the beast but are members of society and so are tasked with doing 
so. In the hands of male writers this waif becomes the clay upon which they 
seem to imprint their most festering sense of selves. Little boys are probably too 
like men to be a workable solution, but the little girl is meant to be under male 
protection all her life one way or another and so the monster is free to reface her 
because he is meant to protect her. Our three transfigured and trashed little girls 
stand firm in the end but they are mothers to their masters, in story anyway. And 
the men who have shaped these nymphets seemed to have located a visceral 
center with which readers and writers seem to relate. She is me, Humbert might 
say, but we might say this too. Maybe she is the center of ourselves that we 
never feel we protect well enough. The girls are disposable in part because they 
have no power and in part because they are only girls for a moment. Once they 
change one way or another, what has been done to them goes away as well and 
if they can be silenced until then, no one is guilty of a thing. She is a vessel 
without insides. So we rework her outsides in order to save ourselves from our 
own sordid interiors (and our criminal missteps). We take young female figures 
shrift of sexuality and maturity and make them glow with example and metaphor
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until they hold our sins and birth a male-made kind of redemption. Bataille 
escapes from his past in her shape, Nabokov revels in an uncomfortable moment 
with his literary fellows, and Larsson frees her, but none of these men show us 
her insides, perhaps because they cannot imagine them. If she had any, maybe 
she would reject her masters and then where would the sinners find recovery? 
Maybe because the figure of a girl is the prototypical vulnerable soul and if you 
need to lay bare what is inside you, there is no better voice than that of a girl 
child built in a society that sees her as disposable in the first place unless she 
serves a male purpose.

University of Nevada, Las Vegas Kim Idol
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Thank You, Mr. Poe:
Poe’s Literary Presence in Preston 

and Child's Detective Pendergast Series

Few artists remain culturally relevant 175 years after their works are 
published, and only the really great ones obtain pop culture status, existing in 
multiple facets of contemporary society’s consciousness. Edgar Allan Poe’s 
legacy is evident in many outlets of today’s pop culture stratosphere. Movie 
media was one of the first areas to continually revive Poe’s legacy; according to 
AP writer Ben Nuckols, “Filmmakers adapt him and reference him constantly. 
Poe’s listing on the Internet Movie Database would shame the most prolific 
screenwriter. Films have been adapted from his work in every decade since the 
1900s.” Musicians also sought inspiration from the dark master with artists like 
the Grateful Dead, Alan Parson’s Project, Joan Baez, and even Britney Spears 
giving props to Poe in their music and in their performances. Baltimore’s 
football team was named The Ravens in honor of his most famous piece of 
writing. The Simpsons television show recreated “The Raven”; and an episode of 
the current television show The Gilmour Girls focused on Poe’s writing.

Writers are also hugely indebted to Poe’s literary contributions; again Ben 
Nuckols explains, “Arthur Conan Doyle acknowledged Poe’s influence, as did 
H.P. Lovecraft. Stephen King continues to prove the timeless and widespread 
appeal of the themes Poe explored.” These are just a few examples of Poe’s 
evidence in pop culture; however, one impressive demonstration of his legacy 
can be found in Douglas Preston and Lincoln Child’s Detective Pendergast 
series of books. What specific elements would make successful writers like 
Preston and Child repeatedly pay homage to Poe in their New York Times best 
selling series of books?

Because of the dire conditions found in the human condition which seem 
never to change, Poe’s writing is still relevant to contemporary authors, which 
could be why these famous writers look to Poe’s stories to enhance their own 
writing. Edgar Allan Poe is known mostly for his tales of horror derived from 
the Gothic tradition, using dreary scenery and often violent scenes of death to 
explore the deepest fears buried in man’s psyche. His most notable horror tales 
include, “The Cask of Amontillado,” “The Tell-Tale Heart,” “The Fall of the 
House of Usher,” “Masque of the Red Death,” and “The Black Cat.” Also, Poe 
is often credited with the invention of the modem detective story due to his 
creation of the detective Auguste Dupin and his method of ratiocination, a 
combination of logic and intuition, used to solve mysterious crimes, as 
introduced in the tale “Murders in the Rue Morgue.” While each of these two 
genres of writing possesses its own unique characteristics, Poe sometimes 
includes elements of horror fiction in his detective stories to produce a very
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early hybrid of horror detective fiction. It is this blending of genres that is 
identifiable in Douglas Preston’s and Lincoln Child’s Pendergast detective 
series. Using Poe’s stories listed above and Preston and Child’s novels, Cabinet 
o f Curiosities^ Still Life with Crows, and Brimstone, I will examine how Preston 
and Child directly connect their stories with Poe’s using textual allusions to both 
Poe’s horror and detective texts in order to create their horror stories, to found 
the mystery aspects of these same three novels, and to characterize their 
infamous Dupin-like detective, Aloysius Pendergast, in order to create the 
blended literary offspring of horror detective fiction.

The first and most obvious connection between the two bodies of work is 
the direct reference made to Poe’s writing. By specifically alluding to Poe, the 
writers have drawn from his legacy of horror and madness to increase the sense 
of foreboding and to darken the mood of their own stories. In the three texts I 
examined, I found five direct links to Poe’s stories. Cabinet o f Curiosities 
contains two Poe references. The first occurs on page 238 when a witness 
compared Pendergast’s great-uncle’s appearance to Roderick Usher in “Fall of 
the House of Usher”: “Have you read Poe’s ‘Fall of the House of Usher’? 
There’s a description of the story that, when I came upon it, struck me 
terribly. . .  ‘a cadaverousness of complexion; an eye large, liquid, and very 
luminous . . .  Finely molded chin, speaking, in its want of prominence, of a want 
of moral energy’.” This physical description is not only eerie in that it could 
almost be used to describe the main character Detective Pendergast himself, but 
the reference to Roderick Usher also calls to memory the qualities of familial 
madness and the sibling relationship of twins, of which Pendergast himself 
embodies the good half; this reference increases the suspense on the part of the 
reader and adds to the horrific effect intended by the creators.

The other direct allusion to Poe in Cabinet o f Curiosities is the use of the 
word “ratiocination” (545). The use of the word brings to mind the type of 
reasoning used by Detective Dupin to solve his crimes and provides evidence of 
the combination of the horror and detective genres. In Cabinet o f Curiosities, the 
character who uses the word while slicing into the spinal column of a murder 
victim is actually the villain who so much wants to logically justify his evil 
deeds but cannot, so he explains his diabolical practice of “Surgery. . .  [as] 
more an art form than a science .. . There was very little ratiocination involved; 
very little intellect came into play. It was an activity at once physical and 
creative, like painting or sculpture” (545). By negating the term of ratiocination, 
Preston and Child have their evil-doer unknowingly confessing to the 
illogicality, or insanity, of his crimes.

In Still Life with Crows, the one direct reference to Poe’s writing occurs 
with a description from “Masque of the Red Death” (351). Pendergast’s assistant 
Wren, while working alone in the vaults under 891 Riverside Drive, references 
these details from the story:

The long journey [through the underground vaults] reminded
him, somehow, of Poe’s story “The Masque of the Red
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Death”, in which Prince Prospero had arranged for his masked 
ball a series of chambers, each one more fantastic, bizarre, and 
macabre than the one before it. The final chamber—the 
chamber of Death— ĥad been black, with blood-colored 
windows (351).

Although Wren was working in New York, and Pendergast was working in 
Kansas to solve the serial murders there, the imagery of Prince Prospero’s 
macabre abbey foreshadowed the catacombs inhabited by the mysterious being 
who committed the murders. Just like with Prince Prospero’s rooms, as one 
entered the cavernous subterranean private playground of madness, each 
subsequent catacomb became more horrific and diabolical, until the last one was 
reached. The final catacomb could have been considered the monster’s Death 
room because it was where he took his victims to die.

In the final text of study. Brimstone, the two Poe references were directly 
taken from “Cask of Amontillado.” On page 106, the man who we later discover 
is the perpetrator of the crimes. Count Fosco, asks Pendergast if “[he] would 
care for some amontillado.” The Count’s possession of amontillado lets the 
reader know that Count Fosco has a great deal of money because having read 
Poe’s story, one knows that amontillado is a rare, expensive type of wine. It also 
reminds the reader of ancient Italy and honor and revenge, all elements found in 
Brimstone as Count Fosco’s evil plan unraveled throughout the mystery. The use 
of amontillado not only hints at his evil intent but actually winds up 
foreshadowing his plan of death for Agent Pendergast. At the end of the book, 
Pendergast awakes from a drug-induced haze and finds himself chained to a 
brick wall. Fosco says to him,

“I beg your pardon for the scant accommodation. Still, these 
chambers are not without their natural charm. You’ll notice 
the white webwork that gleams from the cavern walls? It’s 
nitre, my dear Pendergast— ŷou of all people should 
appreciate the literary allusion. And thus understand what is to 
follow.” And to underscore this, the count slipped his hand 
into his waistcoat and slowly withdrew a trowel (680).

Yes, Count Fosco brandishes his trowel, like Montresor, who “[produced] from 
beneath the folds of [his] roquelaure a trowel” (Poe 500), and continues to 
construct the brick wall in front of Pendergast’s eyes with the intent on his 
demise. This mode of murder by Fosco recalls Montresor’s need to avenge the 
wrongs on his family by Fortunato; Fosco also feels his family has been 
wronged in that they were the rightful owners of the invaluable Stormcloud 
violin, which had belonged to his family generations earlier.

As I mentioned previously, the use of direct allusion to Poe’s works 
provides Preston and Child with a sort of literary credibility in the genre of 
horror detective fiction. Because Poe has such a strong reputation for the terrific 
and macabre, by citing his work, they transfer the sense of his reputation into
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their writing; “[the] tale is somehow stronger than its telling, which is to say that 
Poe’s actual text does not matter. What survives, despite Poe’s writing, are the 
psychological dynamics and mythic reverberations” (Bloom 4). However, it is 
because of the prevalence in this context of the direct textual references to Poe’s 
short stories that the less obvious Poe-ean characteristics, or “mythic 
reverberations” in regard to the inclusion and blending of horror and detective 
fiction elements, become visible.

To identify the horror elements bearing Poe’s mark in this scant selection of 
Preston and Child’s work, a definition of Poe’s horror fiction elements must be 
determined; writer Duranna London explains specifically:

Poe’s works embodies [sic] Gothic fiction: They are dark, 
foreshadowing, and essentially evil. They contain the elements 
of horror, suspense, and surprise. His works have the 
stereotypical horror-story settings of nighttime, dark-imposing 
architecture, and desolate locations. There is always mystery 
and elements of madness and the unknown. A terrifying 
occurrence will always happen and death is always involved.
It would not be a Poe story otherwise (www. 
associatedcontent.com).

One of the main qualities found throughout Preston and Child’s work that 
reverberates with Poe’s flavor is the use of Gothic architecture, or as London 
puts it “dark-imposing architecture.” The first example is Pendergast’s house 
located on 891 Riverside Drive. On the outside, as described in Brimstone, the 
house was a “four-story pile surrounded by a tall spiked-iron fence, furred in 
rust. Beyond the fence, the lawn was overgrown with weeds and ancient 
ailanthus bushes. The mansion itself seemed in decrepitude: windows securely 
boarded up with tin, slate roof tiles chipped, widow’s walk missing half its metal 
posts” (46-47). The decay of the building is notable as a characteristic of Poe’s 
architecture that recalls a better time in the past, and as a building currently 
existing in New York’s Harlem, it definitely hearkens back to an earlier era of 
grandeur. Similar to the house in “Fall of the House of Usher,” this building 
does not only remind the reader of previous external splendor, but its 
significance in this context reminds the reader of symbolism in the Pendergast 
family legacy. Detective Pendergast is the last sane member of the family, 
similar to Roderick Usher; they both are the twins who exist in the real world, 
while their sibling dwells within the realm of madness. Like the Usher family, 
the Pendergast family is an old family dying out along with its horrific past.

In addition, this description of the house’s exterior, the presence of the 
“ancient ailanthus bushes” elicits memories of earlier Pendergast generations, as 
well. According to dictionary.com, the ailanthus bush’s “bark has been used as a 
tonic, purgative, and anthelmintic,” and since Pendergast’s great-great uncle 
Hezekiah was the chemist who made the family rich from his poisonous potion; 
it is possible that that tree was planted there to remind the reader of this earlier
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madman who possibly used it as one of the “botanicals” in his elixir that was 
responsible for the “addictively lethal blend of chloroform, cocaine 
hyi-ochloride, acetanilide, and botanicals” that caused “madness, deformed 
births, wasting deaths” {Cabinet o f Curiosities 538).

Moving now to the interior of Pendergast’s familial mansion, this 
dilapidated structure has been refurbished by the time the action of Brimstone 
begins, but the details upon its introduction in Cabinet o f Curiosities are very 
reminiscent of any number of Poe’s works that contain details of underground 
chambers, including “The Cask of Amontillado” and “The Pit and the 
Pendulum.” The spaces below 891 Riverside Drive are referred to as “the 
underground vaults” (539), complete with “cells” (543), and a “false wall” 
(556); the dwelling possessed a “staircase [that] spiraled down, down, 
corkscrewing endlessly into the earth” which eventually ended “into a dark, 
murky room, heavy with the smell of mildew, damp earth . . . ” (556-557). In the 
chase through the underground maze of 891 Riverside Drive at the conclusion of 
the novel, the villain pursued Detective Pendergast through “a narrow stone 
chamber, [with] pillars rising toward a low, arched ceiling. . . ” leading into “a 
Romanesque vault at the end of the forest of cabinets. A hanging tapestry with a 
fringe of gold brocade covered the archway beyond” (559) which finally found 
its conclusion in a room filled with “all weapons and armor. . .  a veritable 
arsenal, dating from Roman times to the early twentieth century” (582). The 
descent into the dampness of the underground maze of rooms hearkens back to 
“The Cask of Amontillado”; the room of weapons reminds the reader of the 
various dungeon-like torture rooms found in “Pit and the Pendulum.”

The Poe-like element of dark imposing architecture is prevalent also in 
Brimstone. The entire second half of the book takes place in Italy in various 
medieval structures, probably the most technically Gothic in these three of 
Preston and Child’s novels. One character lives in Machiavelli’s villa, and at one 
point, pictures what it would have been like to look out the window 500 years 
earlier, as Machiavelli had done (439).

Within a second Gothic setting in Brimstone, Pendergast finds himself 
having “descended a staircase to find [himself] in a low vaulted space. [His 
assistant] D’Agosta’s nostrils filled with the smell of mold. To the left, the 
flashlight revealed some medieval sarcophagi, several with the bodies of the 
deceased carved in marble on the lids, as if asleep. One was shown in a suit of 
armor. . . ” (540). It is in this underground mausoleum that Pendergast and 
D’Agosta exhume the body of a former murder victim in order to help solve the 
current crime under investigation. The setting is quite dark and dreary and 
definitely reminiscent of Poe’s horror tales.

The final and most notable of the terrible Gothic structures in Brimstone, of 
course, is Castel Fosco, which “dates back a millennium” (582). It is in the 
underground vaults of this structure where he ensconces Pendergast, as I 
described at the beginning of this essay. As he quitted the scene of the crime. 
Count Fosco “stepped back, kicked a pile of scattered bones into position before
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the wall, then grabbed the torch and hastily made his way through the rat’s nest 
of tunnels to the ancient stairwell. . ( 6 8 4 ) .  The relation to the ancient 
Montresor vaults and events of the story are again unmistakable.

The next characteristics found in Poe’s horror fiction which are evident in 
Preston and Child’s series are the gruesome murders. Both sets of writers 
implement similar methods of murder and deception in order to demonstrate the 
depravity of their criminals and because “. . .  the secret vault, and the sealed 
room—all conventional scenes of Gothic mystery—evoke anxiety because they 
pose the implicit threat of fatal enclosure” (Kennedy 115). To force the reader to 
address this innate fear of enclosure, entombment behind a brick wall seems to 
be a common favorite method of murder and/or disposal of a corpse. In both 
“Cask of Amontillado” and Brimstone, characters are chained to a cold, damp, 
ancient stone wall while alive, and are then taunted by their captors as they 
watch them, layer by layer, pile up the new brick wall that will act the final 
crypt. Lastly, in Cabinet o f Curiosities, the first sight of atrocities in the novel 
was the 36 sets of bones found concealed within 12 underground charnels. 
These remains were found to be buried post-mortem, like the victim in “The 
Black Cat.” This elaborate method of murdering and hiding bodies is quite 
complicated and usually not practiced by fictional killers in books, which makes 
the use by Preston and Child reminiscent of Poe’s tales.

Dismemberment was another effect of death common between Poe’s old 
text and Preston and Child’s new one. Poe uses dismemberment with his murder 
in “The Tell-Tale Heart”; the narrator explains that “I dismembered the corpse. I 
cut off the head and the arms and the legs” (388). The dismemberment of 
corpses is repeated in Cabinet o f Curiosities with the 36 sets of remains found in 
the charnels. These bodies were “dismembered in the same fashion, at the neck, 
shoulders, and hips” (31). In conjunction with the other evidence, this method of 
dismemberment used for corpse disposal in Cabinet o f Curiosities could 
arguably have been inspired by Poe’s earlier example.

The third horrific correlation between Poe and Preston and Child’s texts 
addressing gruesome deaths, following entombment and then dismemberment, is 
also one of the examples of hybridization of horror and detective genres initiated 
by Poe. In “Murders of the Rue Morgue,” the monster responsible for the 
graphically violent deaths of the two women was a freakishly strong, primitive 
Ourang-Outang. The creature responsible for the gruesome series of murders in 
Still Life with Crows was a freakishly strong, primitive, asocial human being 
named Job. Though the killer of “Murders in the Rue Morgue” was an animal, 
he was trying to emulate human behavior with “Razor in hand, and fully 
lathered, it was sitting before the looking-glass, attempting the operation of 
shaving . . . ” (310). Job also mimics humanity with his recreation of the scenes 
from his nursery rhyme book, the only exposure to the outside world of people 
he ever experienced. He was just trying to play with people and then mistakenly 
killed them; in one instance, he stuffed the body of the victim with crows and 
stitched it up to animate the rhyme “Sing a song of sixpence, / A pocket full of
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rye; / Four and twenty blackbirds, / Baked in a pie” (563). Job, like the Ourang- 
Outang, was just mimicking behaviors he had learned through his 
extraordinarily limited socialization.

The other common point worth mentioning in comparing these two 
murderers is their strength. The strength of each primitive killer was noted by 
the detective of each scenario and was a trademark of each situation. In 
“Murders in the Rue Morgue,” the ape’s strength allowed him to strangle the 
younger woman and brutally shove her body up the chinmey and then decapitate 
the older woman using only a straight razor (Poe 283). Job’s strength, having 
been developed by climbing the walls of underground caverns, primate-like, for 
50 years, was evident at each crime scene by the brutal strength used to break 
the necks of his victims.

Thus far, I have discussed how Preston and Child directly reference earlier 
works of Poe and how they borrow specific elements in order to create a similar 
sense of horror in their novels; in addition, Preston and Child also borrow 
elements of mystery from Poe’s legacy to contribute to the mysterious, detective 
natures of their stories. One source claims “. .. one recent list [numbers] thirty- 
two separate elements which Poe contributed to later detective fiction: amateur 
detective, locked-room mystery, ballistics, blood tests” (Panek 31); however, the 
two primary elements which Poe is credited for creating in the detective genre 
that are also evident in the Pendergast mysteries that I will discuss include the 
locked room mystery (Anderson 14) and invention of the detective sidekick 
(Anderson 14).

Poe first demonstrated the locked-room mystery with “The Murders in the 
Rue Morgue” in which he had the monkey escape through a window. The room 
was seemingly sealed, but upon Detective Dupin’s examination of the only 
possible exits, he discovered that one of the nails sealing the window shut had 
been broken in half Because this nail was broken, the Ourang-Outang had been 
able to open the window, escape through it, and close the window behind him 
again, not disturbing the broken nail (298-299). This locked-room style of 
mystery was used in two of the three Preston and Child novels. Still Life with 
Crows and Brimstone; while a portion the mystery presented in each story is 
definitely classifiable as a locked-room mystery, Preston and Child take Poe’s 
original idea and modernize it.

In Still Life with Crows, the locked room is actually a locked underground 
cavern. Because it is a tourist destination, the owner of the cave has installed and 
keeps padlocked a heavy door leading to the innermost caverns, which turn out 
to be the place where the entire mystery of the story is solved. Detective 
Pendergast, much in the spirit of Dupin, deduces that there has to be another 
way into the caverns since the main door is padlocked, which of course there is. 
He discovers the secret entrance with the use of GPS and aerial maps which aid 
him in the ultimately murder-solving discovery (427).

Brimstone's locked-door mystery has also been adapted to make sense in 
this modem era of technology. Many of the victims in Brimstone were killed by
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what was made to look like spontaneous combustion; the locked-room mystery 
occurred in this novel with the death of a famous music producer. His apartment 
was sealed up tightly and the security cameras did not show evidence of any 
suspects entering or exiting the crime scene. This mystery was not solved by the 
detective, however; the villain divulged how he incinerated his victim with 
microwaves through drywall. The villain and his assistant had rented the 
apartment next door and acted as if they were renovating the apartment, 
removed their side of the wall and nails, leaving only a thin layer of drywall 
separating the two apartments and then when the villain had an airtight alibi, his 
assistant microwaved the victim and repaired that side of the wall to leave no 
trace of the crime (628-629). Even though Pendergast did not figure out this 
mystery, the murder was one of the ones causing subsequent murders and events 
in the plot of the story.

Similar to the locked-room mystery, Preston and Child took Poe’s invention 
of a deferent sidekick and updated it for their purposes. According to Poe’s 
“Philosophy of Composition,” he was mostly interested in the unity of effect 
over the development of character, as well as brevity in a work; Poe believed 
that a written work taking longer than one sitting is ruined by the effect of 
experience (530-532). Because of these self-imposed limitations, Poe did not 
bother with character development in his detective stories. Dupin, like 
Pendergast, is a static character. Their behaviors are repetitive and predictable. 
Preston and Child have taken the still deferent sidekick and adapted its role to 
their design of telling a more complex detective horror narrative, and since 
Pendergast, in the mold of Dupin, cannot develop, it is up to the sidekick to 
satisfy the dynamic characterization required in long works of fiction. The 
sidekick in each of the Pendergast mysteries, while the subordinate of 
Pendergast’s reason and expertise, provides the humanity of the story and gives 
the reader someone with whom to identify, as is necessary in lengthy works of 
fiction. One further comment on the sidekick in relation to its implementation by 
Preston and Child: they include recurring sidekicks which keeps the reader 
involved even more closely with the stories.

Cabinet o f Curiosities" s main sidekick is Dr. Nora Kelley, an anthropologist 
Pendergast initially enlists to assist in the evaluation of the charnels containing 
the decayed remains of the 36 bodies. At the beginning of the story, we see Nora 
struggle with her job and the budget cuts to her department at the museum where 
she works, and when Pendergast first asks for her help, she grudgingly assists. 
Nora evolves over the course of the story, becoming a stronger character as she 
is forced to invest herself in the outcome of the case since the initial crimes were 
committed against children. As the case progresses and her bosses at the 
museum become implicated, she becomes drawn irrevocably into the case and is 
an integral part in assisting Pendergast in arriving at his solution. Unlike 
Dupin’s unquestioning sidekick who basically acts as a vessel through which 
Dupin conveys his genius and the solution to the mystery. Dr. Kelley argues 
with Pendergast and acts with a mind and will of her own.
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Pendergast’s sidekick in Still Life with Crows is probably one of the most 
interesting characters in any of the books. His assistant is a bright but very 
unhappy 18 year old girl named Corrie Swanson, who sports purple hair and 
black clothes. At the introduction of this character, she is laying in jail thinking 
to herself how being there “wasn’t any worse than sitting at home, listening to 
her mother’s nagging or drunken snoring. And the folding bunk was at least as 
comfortable as the broken-down mattress in her own bedroom” (67). This initial 
window into Corrie’s thoughts indicates the type of upbringing she has suffered. 
Corrie is bailed out by Pendergast, who enlists her help as a driver and eventual 
assistant for his detective work in Medicine Creek, Kansas. Corrie initially 
thinks Pendergast is interested only in sex, which is why he bails her out, but she 
learns that is not his motivation and eventually starts to trust him. As the course 
of the story unfolds, Corrie and Pendergast develop a sort of mentor-apprentice 
relationship, and Corrie’s self-esteem grows. By the end of the narration, Corrie 
is upset because she recognizes the potential in herself and wishes that 
Pendergast would take her away from Medicine Creek because she knows she 
will never be allowed to escape the shadow of her drunken mother and defiant 
past. Ultimately, Pendergast does rescue Corrie from the town by enrolling her 
in an East Coast boarding school. After the gruesome misery and perversion of 
life depicted in Still Life with Crows, the optimistic outcome for Corrie after 
witnessing her development as the sidekick of Pendergast leaves the reader 
feeling guardedly hopeful for her future and is demonstrative of her growth as a 
character and role as a modernized, dynamic sidekick.

Finally, the assistant in Brimstone is Sergeant Vincent D’Agosta, a previous 
partner of Pendergast’s. D’Agosta, similar to Corrie, has reached a low point in 
his life. His pride has been wounded due to his demoted position with a small 
town police force and the impending divorce from his wife. He is physically out 
of shape and depressed that his writing career never flourished. Like with 
Corrie, Pendergast’s confidence in D’Agosta forces the policeman to rise to the 
occasion of being a worthy assistant to Pendergast and causes his development 
as a character. His obscure Neopolitan dialect of Italian helps their investigation 
while in Italy; he forces himself to practice shooting to get his aim back and 
winds up saving Pendergast’s life as a result. He even manages to start a 
relationship with a beautiful former colleague on the New York police force. 
Like both Nora and Corrie, D’Agosta is that character with whom the reader can 
identify because of the low situation she or he began each story. While Preston 
and Child’s implementation of the sidekick is completely original in relation to 
Poe’s role of the sidekick, just the device of the sidekick in a detective story can 
be linked to Poe’s narrative “Murders in the Rue Morgue.”

The final element of detective horror fiction most obviously borrowed from 
Poe and most consistently implemented by Preston and Child in this series of 
novels is the characterization of Special Agent Aloysius Pendergast. He would 
not exist if it were not for the invention of Auguste Dupin by Poe.
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Dupin attests to the value of the scientific method wedded to 
the discernment of the human heart; to the value of close 
observation connected with an understanding of others; the 
value of perseverance in the face of ridicule and doubt; and to 
the value of not remaining a slave, to one’s own favorite 
approach that may require modification in another case”
(Cemy 66), and we see all of these same characteristics in 
Detective Pendergast.

The first half of that quote, “the value of the scientific method wedded to 
the discernment of the human heart; to the value of close observation connected 
with an understanding of others” is an explanation for Poe’s ratiocination. With 
Poe’s detective setting the stage, both detectives fall into a sort of reverie when 
each performs his heaviest thought processes, where they tap into their intuition 
and partner it with their knowledge of the facts to reach the hidden conclusions 
of their respective crimes. According to the narrator of “The Murders in the Rue 
Morgue”, “His manner at these moments was frigid and abstract; his eyes were 
vacant in expression. . .  Observing him in these moods, I often dwelt 
meditatively upon the old philosophy of the Bi-Part Soul, and amused myself 
with the fancy of a double Dupin—the creative and the resolvent” (278).

Pendergast similarly practiced this division between the physical body from 
the intuitive mental state; although, in the Preston and Child texts, these mental 
journeys were more developed and better-explained. Rather than just having a 
narrator’s distant description of the external evidence of this reflective state of 
Dupin, Pendergast’s omniscient narrator is allowed to witness Pendergast’s 
journey and take the reader along. In Cabinet o f Curiosities, Pendergast uses 
what he terms the “Memory Palace” two times. The first is to discover how mad 
scientist Enoch Leng gathered his victims on which to perform his experiments 
(257-263), and the second time was to discover his familial relationship to 
Enoch Leng and to solve the mystery of where the current villain was hiding out 
and practicing his diabolical experiments (529-539). Pendergast explains in Still 
Life with Crows what exactly the Memory Palace is, and it does seem related to 
the same idea of Dupin’s “Bi-Part Soul” as explained above:

It is a mental exercise, a kind of memory training, that goes 
back at least as far as the ancient Greek poet 
Simonides. . .  Here’s a simplified explanation: through
intense research, followed by intense concentration, I attempt 
to recreate, in my mind, a particular place at a particular time 
in the past. . .  I attempt to reconstruct a finite location in time 
and space within my mind . . .  (286-287).

Pendergast specifically uses the Memory Palace in Still Life with Crows in order 
to figure out exactly where the secret entrance to the caverns is located. The use 
of the Memory Palace occurs in Brimstone, but is limited to just a single 
occurrence, when Pendergast is described as “rising calmly from the sofa, where
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he had been lying motionless for the past half hour” (600), and upon inquiry of 
D’Agosta as to his perceived rest, Pendergast explains to him: “I wasn’t 
napping, Vincent—I was thinking” (600). Like Dupin, Pendergast’s body 
becomes still and his mind seems to vacate the body during these informative, 
fact-finding mental quests.

A second quality that Pendergast inherits from Dupin is the need to exist 
outside of the realm of society and its institutions. According to critic Leroy 
Panek, “Dupin’s personality depends. . .  on the Byronic conception of the 
exiled genius and on Poe’s own concoction . . .  of the legend of genius spumed 
by society. In creating Dupin, Poe had no notion that he would become the 
original eccentric detective. . . ” (26). The narrating assistant describes his and 
Dupin’s abnormal lifestyle by explaining that “Had the routine of our life at this 
[grotesque mansion] been known to the world, we should have been regarded as 
madmen . . .  Our seclusion was perfect. We admitted no visitors . . .  We existed 
within ourselves alone. It was a freak of fancy in my friend . . .  to be enamored 
of the night for her own sake” (277). Lothar Cemy also explains in his article, 
“Dupin is a New Mythological Figure,” that “[Dupin’s] position is always ‘ex- 
centric,’ at the margin of the social hierarchy, and his is without self-interest” 
(52-53). Dupin, with the company of his assistant, did not need human 
interaction and notably behaved oddly.

Pendergast’s peripheral position in society, again while reverberating with 
Dupin’s obvious influence, is clearly described in every aspect of his character; 
and, like his trips through his Memory Palace in comparison to Dupin’s Bi-Soul, 
is extremely more developed as a result of Preston and Child’s luxury of 
narrative length. Some of Pendergast’s Dupin-ian eccentricities include his 
working for the FBI, but never having to defer to anyone within the FBI; he 
spurns shows of affection as is demonstrated when Corrie Swanson tries to hug 
him in gratitude at the conclusion of Still Life with Crows (559); and while he 
works well with people of his choosing, he never seems to really develop 
intimate relationships with any other characters in these stories. In fact, one 
example of his notable exclusion from society is made by someone who had 
worked with him in a book prior to making this statement in Cabinet o f 
Curiosities: “As far as the man personally, I don’t know anything about him. 
He’s a cipher. You never really know what he’s thinking. Christ, I don’t even 
know his first name” (41). Pendergast generously gives money and assistance to 
many people and draws from his own resources to do good for others and 
society, similar to Dupin’s lack of “self-interest,” but he still exists outside the 
normal circle of humanity.

Related to their eccentric social characteristics, but to be considered 
separately, are Dupin’s and Pendergast’s impatience for dealing with law 
enforcement institutions. It provides both characters with a rebellious sort of 
edge that may appeal to readers’ need to also sometimes spurn law 
enforcement’s usual and sometimes misplaced authority. Dupin’s criticism of 
the Parisian police in “Murders of the Rue Morgue” is very evident: “The
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Parisian police, so much extolled for acumen, are cunning, but no more. There is 
no method in their proceedings, beyond the method of the moment” (290). He 
lambasts the police for failing to look at the evidence of the crime logically; if a 
crime is obvious, they will probably be able to catch the criminal due to their 
possession of cunning; however, if the crime occurs under mysterious means, 
they do not have the rational processes in place to deduce the identity of the 
perpetrator of the crime.

Pendergast also does not respect most law enforcement’s abilities to solve a 
crime; however, Pendergast’s distrust is more clearly directed at the machine of 
government bureaucracy and the figures representing that incompetent 
impediment to justice. This difference is made apparent by his recruitment in 
two of the novels of two hard-working, very capable, beat-down-by-the-system 
policemen Patrick O’Shaughnessy and Vincent D’Agosta. Cemy explains that 
the modem detective’s role, as invented by Dupin’s willingness to buck the 
system, is “in the struggle between modem society and the forces of darkness 
and corruption that continually threaten it” (52). These two officers have both 
been cast aside by the NYPD most likely because of their unwillingness to 
conform to the bureaucratic incompetence that has swallowed most government 
facilities. There are repeated references in both books to the inadequacy of the 
people in charge to handle real crises when they occur. Pendergast, by choosing 
these two men as his assistants in solving these difficult crimes, makes a 
statement of disregard for the pecking order as dictated by law enforcement as 
an entity and hence subtly indicates his lack of regard for its practices.

Poe’s detective and horror stories were written over 170 years ago; 
however, his prevalently conspicuous presence in these three novels by Douglas 
Preston and Lincoln Child: Cabinet o f Curiosities^ Still Life with Crows, and 
Brimstone is undeniable to the point that without Poe’s body of work to draw 
from, it is possible that their writing would not exist with the historical and 
literary depth it possesses and that make it an extraordinarily interesting series of 
novels. The use of direct allusion to Poe’s horror tales is only the most 
superficial influence of Poe on this fictional series. When looked at a little more 
closely, the mark of Poe in the constmction of both the horror and detective 
elements of the Pendergast novels is just as obvious as, and probably more 
significant than, the direct allusions.

Gothic imagery derived from “Cask of Amontillado,” “Fall of the House of 
Usher,” “Masque of the Red Death,” and “Pit and the Pendulum” provides the 
textured backdrop that provides many of the horrific settings found in Preston 
and Child’s novels. It is against elements drawn from these archaic and eerie 
backdrops that the evil plot events of entombment and dismemberment recall the 
diabolical actions of characters in Poe’s “The Tell-Tale Heart” and “The Black 
Cat.” Subsequently, the insane characters responsible for much of the carnage in 
the modem stories of Preston and Child seem to be heirs to the madness of their 
predecessors found in Poe’s work. Pendergast’s evil twin and the freaky man-
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child are definite derivations of insane Poe characters in “Fall of the House of 
Usher” and “Murders in the Rue Morgue.”

Not only is Poe’s horror legacy evident in Preston and Child’s novels, but 
his influence on the mystery and detective aspects of the story is just as pertinent 
and can be traced back to the story, “Murders in the Rue Morgue.” However, 
unlike the horror elements borrowed from Poe’s legacy, which are intended to 
convey a sense of time past, the mystery elements have been updated and 
developed to fit into the modem contexts of the stories. The use of the locked- 
room mystery is solved in one case using GPS and in the other case, the crime is 
committed with the use of microwaves.

The implementation of the detective sidekick is evident in all three of the 
modem works but has been enriched and developed to be the dynamic character 
in each of Preston and Child’s novels. While Dupin’s sidekick remains as 
unchanging as Dupin himself, Nora Kelley, Corrie Swanson, and Vincent 
D’Agosta each begin their respective stories down on their luck, but through 
their success in helping Pendergast solve the crime of the story, each one 
develops and is a different character by the end of the story. This modem 
adaptation does not weaken Poe’s legacy regarding the creation of the detective 
sidekick, but strengthens its legacy because of its adaptability over time.

Along with these two mystery story devices, Pendergast is a direct 
descendent of Poe’s detective Auguste Dupin. Dupin’s rational, deductive crime 
solving process using the Bi-Soul method has been reincarnated, in greater detail 
of course, with Pendergast’s implementation of his Mystery House. Both 
characters are known for their remarkable crime solving abilities, and 
Pendergast has Dupin’s (Poe’s) invention of ratiocination as the process of 
pairing intuition and knowledge to thank for his success. Pendergast’s unusual 
adeptness at solving crimes comes with a price, however, similar to Dupin’s 
consequence of genius. Both detectives, due to their eccentric natures, are forced 
to live on the periphery of normal society and neither is satisfied with the 
practice of police in his respective era. Like the inanimate devices of the 
mystery story themselves, Pendergast has been updated also to sort of fit into the 
modem world, as best as an outcast of his nature really can.

The authors Douglas Preston and Lincoln Child owe a great debt to their 
predecessor in horror and detective fiction, Edgar Allan Poe. I have spent the 
duration of this argument detailing exactly the specific elements derived from 
Poe’s works that are evident in the modem novels of Preston and Child; 
however, Poe’s most significant and far-reaching endowment to Preston and 
Child, as well as to many other contemporary fiction authors, is the wedding of 
horror fiction and detective fiction to create the hybridization of horror detective 
fiction, which is so evident in today’s pop culture. Since detective fiction is 
often considered as being created primarily by Poe, because he combines the 
horror elements of gruesome murders and body concealment in “Murders of the 
Rue Morgue” and uses ratiocination to detail the acts of murder in some of his 
horror tales, Poe can logically be considered to be the father of this blending of
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genres. Preston and Child, with the combination all of the elements of horror 
and mystery they borrowed from Poe to create their Pendergast stories, can 
simply express their gratitude for his creation of the amalgamated literary form 
of horror detective fiction. In the event that one day, if the singular elements of 
horror and detective fiction that I have detailed in this paper have mutated into 
unrecognizable forms, I believe that the one remaining identifiable heirloom of 
Poe will be this significant combination of horror and detective fiction and it 
will continue to influence the creators of pop culture in the years to come.

Independent Scholar Margaret Wagner
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Sports Talk Radio: Finding Community in 
“The Jungle” of Jim Rome

Abstract

Sports talk radio represents a particular niche form o f popular media 
whose influence on American culture extends far beyond its 
predominantly male audience. The sports radio talk format engages a 
dynamic between host and listener, as well as across listeners, which 
allows for an examination o f how community can exist beyond 
geographic boundaries, building upon the use o f social identity 
theories, popular culture, and other sociological constructs. This 
paper focuses on the Jim Rome Show, arguably the most 
recognizable name in sports talk radio, to better understand how the 
medium can create an environment o f community.

Sports talk radio represents a genre of media that significantly impacts 
American culture, and indeed, provides an example of how popular culture can 
reflect, as well as influence, social interaction. Even in an era when new forms 
of media communication are constantly emerging, sports talk radio still 
exemplifies how popular culture can transmit and create social values. But how 
can a narrowly defined element of popular culture such as sports talk radio 
represent and improve upon a significant social issue such as how to define and 
create community? The struggle to understand how community is constructed 
has rising importance as people are increasingly disengaged from more 
traditional social networks, which create the vital social capital that benefits both 
societies and individuals (Putnam, 2000). Challenges to the existing sense of 
community include increased expectations around work and standards of living, 
geographic separation, and more isolated social habits such as watching 
television and internet usage (Putnam, 2000). Can radio, specifically sports talk 
radio, help alter these trends?

To consider this question, a brief history of sports talk radio will be 
provided for context, and an illustration of one successful show. The Jim Rome 
Show, will serve as an example for how to combat the trends of disintegrating 
community. Attention is paid to how this show exhibits characteristics unique to 
sports talk radio, and what conceptual frameworks can be used in order to 
advance the creation of community through this expression of popular culture.

The Emergence of a Genre: Defining Sports Talk Radio
Sports talk radio represents a particular genre of talk radio found almost 

exclusively on stations that use what Arbitron, the leading radio research 
company in the U.S., calls an “all-sports” format. Although these shows are 
based on a “News/Talk/Information” format, they have enough significant
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differences to be classified separately from talk radio shows. The all-sports 
format is considered a major, or “primary” format, and ranked 13̂  ̂ in 2007, 
claiming 14.2 million listeners per week across 560 stations (Arbitron, 2008). 
These shows include local programming on small market stations, as well as 
large scale syndicated shows present in major-markets. Although these formats 
include live coverage of athletic events, varying forms of the sports talk radio 
show dominate these venues, especially during weekdays.

The beginnings of sports talk radio occurred as radio itself began to emerge. 
The use of the wireless telegraph to report on the 1898 Kingstown Regatta 
promoted interest in creating “live” coverage of sporting events but were 
initially targeted to newspaper offices who sought to be the first to report out to 
their readers (Owens, 2006). This limited transmission of updates attracted 
growing audiences following increased experimentation with radio in the early 
1900s. Many of these efforts occurred at universities, who used the opportunity 
to create broadcasts of their collegiate sports (Owens, 2006). However, not until 
the 1920s did the popularity of both radio and sports truly intersect to give birth 
to the genre of sports radio. In this era, the public’s appetite for sports was 
whetted by such personas as Babe Ruth and Jack Dempsey who, aided by 
newspapers accounts, transcended their roles as athletes (Owens, 2006). As 
radio became increasingly available to the public, radio sports coverage was a 
natural next step to deliver timely, lively accounts of the events. As pre- and 
post-game coverage of these events expanded with the popularity of sports, the 
scope of sports coverage on the radio grew quickly beyond just play-by-play 
broadcasting.

As sports talk radio emerged as a distinct genre, its evolution from sports 
broadcasting can be traced through its development of a community narrative 
and voice. Early broadcasts in the 1930s depended on rhetoric, not just the 
reporting of data, to define the experience and unify fans’ perspectives (Silvia, 
2007). The telegraph operators transmitted information from games in progress 
or completed, then broadcasters embellished upon these facts, crafting a 
“mythological re-creation” of the event. These narratives captured the public’s 
interest in an era where few could afford to travel to witness events firsthand 
(Huggins, 2007). Even as sporting events became more accessible, the growth of 
the market continued to rely upon radio delivering the experience for that 
majority of fans who were not in attendance.

However, true sports talk radio did not emerge until more recently. While 
early broadcasting of sports expanded with the upswing in radio, sports talk 
radio rose from a downward trend that began in the 1970s with the growth of 
television broadcasting. Television added a visual dimension to sports 
broadcasting, changing the way that audiences connected with sports, and not 
surprisingly, AM radio encountered significant decreases in listenership 
(Gullifor, 2006). It was at this time that the sports talk radio format was 
launched, a significant factor in helping to rejuvenate AM radio, along with the 
growing popularity of talk radio in general. New York’s WFAN lays claim to
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being the first all-sports radio station in 1987, although a plethora of similar 
programming was begun at this time (Gullifor, 2006). The popularity of these 
stations and their shows was based on their ability to cater to their specific 
regional audiences and to allow these audiences to participate in the dialogue, 
establishing a shared experience around their local teams and athletes. More 
significant growth to the sports talk radio genre next occurred in the 1990s when 
stations moved from predominantly local coverage of sports towards a format 
that could draw wider audiences by covering sports in a national format with 
syndicated programming (Reffiie, 2006). Small but consistent increases in 
market share continue to be seen in recent years (Arbitron, 2008).

With today’s rising costs to attend events and excellent home viewing 
capabilities, fans might still encounter sports as a solitary experience, in many 
ways as distant from the actual game as the old-time fan. This has allowed 
sports talk radio to maintain a unique position with its ability to both share and 
create narrative. The fan may have seen the play (or not, given the multitude of 
games), but the radio host and other fans provide added perspectives, including 
expertise as former players or coaches, or historical knowledge that a newer or 
younger listener lacks. At times, the narrative may even create its own reality. 
Zagacki and Grano (2005) assert that fans often collectively construct their own 
world through the radio, populated by the personas of the contributors, due to 
the power of this “rhetorical community.” It is this potential of sports talk radio 
to go beyond narrative to create this type of community dynamic that is perhaps 
the next step in sports talk radio’s evolution and contribution to cultural and 
social relevance.

What’s Community Got to Do with It?
Radio’s role in connecting audiences has been well established: its cultural 

relevance solidified through generations of war announcements and family 
entertainment programs as well as through various sports formats. However, in a 
society flooded with media that provides immediate interface and access, can 
this legacy continue? Is radio still a relevant part of popular culture? Beyond 
establishing a shared experience for its listeners, does sports talk radio actually 
give rise to a community? Is simple exposure to a common experience enough 
to create community, especially when the listener-participants are predominantly 
anonymous to each other? Beyond a mutual interest in sports, what is needed to 
develop a community? What is the value of having a communal experience such 
as this?

Defining what constitutes community has long been a struggle for scholars 
and practitioners alike. George Hillery’s oft-cited work in 1955 established 94 
definitions of the concept, concluding that the only universal element was that 
“all of the definitions deal with people; beyond this common basis, there is no 
agreement.” However, the basic components consistently center around “social 
relationships” that are based on some shared facet, “usually a common sense of 
identity” (Scott & Marshall, 2007, p. 107). The need for the group’s members to 
be located in geographic proximity does not seem critical for the concept of
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community, especially in contemporary times. McMillian and Chavis (1986) 
noted that community in modem society stresses more the “relational” concepts 
of community that focus on connections between the social relationships, rather 
than strictly “geographical” community. Factors such as increased mobility and 
access through new technologies have continued to underscore the validity of 
this argument.

Given these definitions, the sports talk radio audience certainly has 
elements that qualify it as a community, both in terms of a shared sense of 
identity as well as the relational aspects of a community. Establishing a common 
identity is perhaps the easier argument to make. The audience’s identity, while 
forged primarily by a common interest in sports, is also fused by many similar 
demographic characteristics. Listeners to the all-sports format are 
overwhelmingly male (86.5 percent) and this genre has the highest male:female 
ratio of any format (Arbitron, 2008). This highly masculine arena could serve as 
an important communication tool in creating a distinct “masculine space and 
style” at a time when many gender separations have become less distinct 
(Reffiie, 2006, p. 13). This audience also shares a high degree of technological 
interest and savvy, recording among the top ratings in online activities such as 
listening to radio online, streaming radio, and watching and/or downloading 
videos (Arbitron, 2008).

Arbitron data also indicate that these listeners have a fairly high level of 
socioeconomic status: they are more college educated than almost any other 
format, have a greater percentage of homeownership, and more are fully- 
employed than those of any other radio format. However, it is interesting to note 
that while more than half of their audience earned more than $75,000 in annual 
income, this format also ranked first in the percentage of listeners in the 
$25,000-350,000 income bracket. The accessibility of radio to listeners across a 
broad range of economic backgrounds certainly argues that radio has continuing 
relevance in the realm of public discourse, with a great potential to create bonds 
across groups that often have little interaction. Indeed, it can be argued that 
sports talk radio is “an important democratizing element in today’s detached 
information age” (Owens, 2006, p. 125) because of its ability to emphasize the 
similarities and social connections rather than privileging certain economic 
communities (Haag, 1996; Reffue, 2006) as might other more costly media such 
as cable television and internet sites. Sports also have the potential to develop 
community in a unique format because of its power to create conversation 
around political and social issues using a non-threatening common theme, which 
may help minimize the boundaries of social class, a particularly difficult and yet 
oft ignored barrier in discussion (Reffue, 2006).

However, radio’s cultural relevance and its ability to create community 
must be questioned in this era of constantly evolving media. Nylund’s work 
(2001, 2004) cites considerable research on talk radio’s ability to coalesce 
people into communities; however, these studies are somewhat dated given the 
many recent developments in media. Is it possible for radio to compete with
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highly interactive, immediately responsive, and adaptable social media such as 
Twitter and Facebook? Easy access to these types of formats via cell phones and 
Wi-Fi devices allows users to interact with others instantaneously regardless of 
location and time, perhaps diminishing radio’s currency and its significance in 
popular culture.

However, the very simplicity of radio in comparison to new media might be 
to its advantage in creating community. For instance, while the internet’s 
“enormous social complexity” (Yan, 2006, p. 418) has tremendous value, this 
can also be overwhelming in scope for newer users. This indeed might allow 
radio to gain some advantage with individuals, groups, and/or communities who 
are newer or less sophisticated in using other technology, while still integrating 
these developments for the more technologically savvy. The internet and other 
highly mobile media forms allow technologically-adept listeners to stream live 
radio, listen to previously recorded podcasts, or to call into the shows as a 
participant. Sports radio talk shows increasingly pitch these strategies into their 
marketing approach.

Radio’s advantage is in its established history with listeners and widespread 
accessibility (Owens, 2006). Ninety-nine percent of U.S. households have at 
least six radios, and 78 percent of drivers report using the radio almost always or 
mostly, as compared to 14 percent who use cell phones with this regularity, the 
next most common device (Arbitron, 2003; 2008). With the ever increasing 
reliance on drive time, the sports talk radio audience is a prime candidate for 
creating community. Listening habits show that in-car listening to radio has been 
increasing, while home and office listenership has decreased (Arbitron, 2003). 
The more isolated social location of the car might well influence people’s 
interest in bonding and bridging activities, as their listenership gives a sense of 
connecting to a shared identity.

In addition to the common identity, it is necessary to define the sports talk 
radio show’s capacity as a relational community that does not require 
geographic proximity. Certainly shared interests help establish this audience as a 
community, but more than that, communities also require that relationships be 
possible. In addition to whatever common interests and connection exists, 
relationships require some amount of interaction and interdependent activity 
(Aronson, 2006; Rovai, 2002).

While interaction and interdependence might be implied more than real for 
most listeners, the pattern of listening contributes to an inferred sense of 
relationship and community. A sports talk radio program occurs in a regular slot 
that can be routinized into listeners’ daily activities, necessitating some 
commitment to a time and likely a place. Although this might be limiting in 
some senses, it also causes listeners to establish a habit of connecting with the 
particular show and audience of fellow fans. Regular listeners to live radio enjoy 
the unpredictability of a live event which might yield a new popular culture 
marker (Owens, 2006). An unusually entertaining guest might be the topic of
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future conversation on the show, or a caller could articulate a memorable phrase 
that becomes part of the language of the show.

Another important element of sports talk radio is the possibility of moving 
beyond inferred community or bearing witness to an event, into a participatory 
group in which listeners can be contributors. As community members assume 
different roles, there are distinct expectations and contributions that create a 
sense of interdependence. The host of the talk show acts as the leader, guiding 
the level and type of interaction allowable by members, and serving as a role 
model in a “speech community” that is the modem day version of “sports bar or 
comer pub” (Nylund, 2007). While the game announcer provides the “eyes and 
ears” for the fan not in attendance at the game, the host of a sports talk radio also 
supplies the mouth and the synergy critical to maintaining a successful show 
(Smith, 1995). By calling the radio personality the “host” of the particular show, 
the language infers a dynamic of the sports talk show host receiving guests into 
the home of the show, as well as providing and maintaining the guidelines for 
interaction.

Listeners can transcend more anonymous roles to an occasional or even 
regular presence on the show, becoming bona fide celebrities with technology as 
simple as a radio and a phone. Even with the prevalence of the internet, 
recognition on the radio arguably carries more weight in popular culture than 
recognition on the internet. Whether it is music or other arenas, those who are 
popular on internet sites such as YouTube might be “discovered” there, but their 
status requires an elevation to a bigger stage—^receiving play on the radio for 
instance—for that discovery to be verified as a “real” star.

Even for members that never evolve into callers, they still maintain a 
connection with the voices and people from the show that is itself a relationship 
that begins the notions of community. The particular dynamic of the talk radio 
format creates a distinct bond between the listeners and the host (or other 
callers) as each voice can be heard in real time, just as in a conversation between 
“real” people. Although this may be seen as only a one-sided relationship in 
which information flows one way, this “parasocial interaction” still serves as an 
entry into the world of community for the listeners (Nylund, 2001).

Are these common interests, rather minimal role identities, levels of 
interdependence, and potential for participation enough to establish community, 
especially for a listener who might never call the show? While there is 
agreement that these components are related to community, how much is 
necessary is unclear. More focused examination of a single successful show. The 
Jim Rome Show, may provide some indications of the particular dynamics and 
more specific requirements.

Finding Community in Jungle’’ of Sports Talk Radio
In exploring how community can be created through the venue of a sports 

talk radio show. The Jim Rome Show provides an excellent example of how this 
medium achieves this successfully. It began as a local sports show in 1992 and 
was subsequently syndicated in 1996. It is consistently rated as one of the
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highest nationally syndicated sports talk radio shows, with 220 affiliates, 
including 3 in Canada, and the rest distributed among 44 states and the District 
of Columbia (The Jim Rome Show, 2009). The show exemplifies personality- 
driven programming, with the host, Jim Rome, arguably one of the most 
recognizable and influential names in sports today. Although Rome does 
occasionally appear for in-person events—and has a separate, but related 
television show—his greatest influence is largely acknowledged to have 
occurred through the vehicle of radio and his ability to build community is based 
within this medium.

In order to examine how The Jim Rome Show achieves this level of 
community, McMillan and Chavis’s definition of community will be used as the 
primary theoretical framework. McMillan and Chavis (1986) posit that 
community requires four aspects: membership, influence, integration and 
fulfillment of needs, and shared emotional connection. An examination of The 
Jim Rome Show shows clearly how this popular culture paradigm utilizes 
components from each of these aspects to develop community.
Membership

In some ways the very openness and lack of exclusivity that makes radio 
popular might limit its ability to create a sense of membership. The need for 
boundaries, emotional safety, a sense of belonging and identification, personal 
investment, and a common symbol system are all part of how McMillan and 
Chavis define membership, and The Jim Rome Show firmly establishes these 
elements.

In terms of the boundaries, a new listener experiences a definite entry point 
into The Jim Rome Show since the language and style of discussion has unique 
properties not easily understood initially and that distinguishes it from other 
sports radio shows. Rome often says that new listeners and affiliates need to 
give themselves a week to be able to understand the jargon and rhythm of the 
show, creating a kind of entry point or initiation rite, making the group appear to 
be more exclusive and thus desirable.

There is a clear text or language to the show, and the ability of listeners to 
attend to this is directly related to their level of “inclusion” in the group. Some 
of this dynamic is particular to the genre of sports talk radio. Linguists argue 
that there is a specific “register” for “sports announcing talk,” that is, a specific 
set of rules and patterns in language structure and other linguistic characteristics 
(Ferguson, 1983). In order to attend to this concept of register, listeners must 
make some investment to learn the text of the show, and by learning the shared 
language (a type of common symbol system), they achieve a sense of belonging. 
The shared language is sometimes referred to on The Jim Rome Show as the 
“smacktionary,” the terms and phrases peculiar to the show. Although the 
“smacktionary” has been at times available on the show’s website, it is currently 
not posted there, underscoring the importance of engaging with the audio 
experience of the show. Longtime, consistent listeners will understand the inside
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jokes from weeks, months, or even years past, and recognize the familiar 
characters who are, after all, listeners just like themselves.

Additionally, there are newly emerging norms such as Rome setting a ban 
on certain topics once he decides these have been overplayed on a particular 
day, the utilization of a phrase that becomes the day’s chorus after emerging 
from an interview, or references to an exceptionally successful or unsuccessful 
caller. For instance, referring to the show as “The Jungle” is used rather 
infrequently now, whereas it was once quite ubiquitous in the parlance, perhaps 
reflecting the transition from the earlier years of the show when it was much less 
navigated territory. This constant updating of the group norms requires even 
non-calling listeners to be attentive, thus more involved in the development of 
the group than a show in which the expectations of language are more constant.

The need for emotional safety is an interesting concept to consider in this 
environment. The popularity of the show gives listeners some assurance that 
their membership is safely supported by others (although of course the show has 
its critics). Since the most basic way of asserting one’s membership in this 
community is to listen to the show, which occurs primarily in a private setting, 
the safety of belonging is very high.

Although the show began as a regional show serving the Southern 
California area, its current status as a nationally syndicated show creates 
particular demands in order to maintain this broad membership. A fan’s 
connection to sports is typically based upon a specific allegiance to a team that 
has a regional identification. How then does a national show create community 
amidst the multitudes of regional alliances that exist across multiple sports? The 
Jim Rome Show uses the opportunity to educate listeners about colorful rivalries 
and create a narrative around signature teams (e.g., the “Domers” of Notre 
Dame). Both the host and listeners continually conduct a sort of virtual athletic 
tour where social identities are crafted that transcend their limited geography, 
with places transformed into characters (e.g., “Bugaha,” Nebraska). Even those 
listeners who do not support the teams discussed can follow along with the 
story.
Influence

McMillan and Chavis’s definition of influence requires that members of the 
community feel they have influence and also states that the more cohesive the 
group, the more the group has influence over its members. The Jim Rome Show 
is perhaps most famous for the widespread influence that the host’s linguistic 
style has on its listeners. Whether the listeners call into the show or adopt the 
language outside of the show, the attempts to emulate the host are explicit. 
Listeners liberally use the “smacktionary” and attempt to imitate Rome’s style, 
readily accepting and even relishing being called “clones.” In fact, Rome and 
other callers regularly refer to the listening audience, whether speaking to or 
about them, as such.

Aspects of social network analysis (SNA) also provide a useful lens to 
analyze how listeners to the show are able to exert influence. SNA is a formal
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treatment of the relationships between different individuals, relevant groups, and 
organizations (Wasserman & Faust, 1994). In SNA, how these different nodes 
are linked is examined in order to show how what kinds of relationships and 
communication occur between the different bodies in the particular social 
network. SNA stresses the interdependence and relationships between the 
various bodies within the system, and that the emphasis is on the entire entity as 
a creation or “single unit of analysis,” rather than the individuals and groups 
within that community (Wasserman & Faust, 1994). In this way, the connections 
are just as important to examine as the roles.

The Jim Rome Show"^ different bodies include the host, callers, and 
listeners, but also athletes and coaches who are both the subjects of conversation 
and at times participants as interviewees. In examining the relationships between 
these various entities, it is clear that the power to dictate levels and types of 
communication rest with the host, but that these rules apply to all groups within 
the system. Even prominent athletes are expected to adhere to the group norms, 
and those who “disrespect” the show by not observing the interdependent nature 
of the program are chastised by both Rome and the callers. For example, when 
NBA player Alonzo Mourning came onto the show to pitch an event, but refused 
to discuss a basketball topic of current interest, his unwillingness to cover the 
latter topic was openly critiqued for weeks thereafter. The host and fans alike 
expressed skepticism about “Zo” ever returning to the show.

Reffue (2006) notes that Rome is somewhat unique in allowing callers to 
his show to share their ideas in a “monologue” fashion, rather than engaging in 
dialogue that is heard more commonly on sports talk radio (and what one might 
assume is more necessary in establishing community). This means that the 
callers contribute in much the same way as the host does, allowing for a stronger 
sense of influence for all of the members. Relationships and communication 
occur between all of the groups involved: callers engage with the host and 
directly other callers, as well as with athletes and coaches during some interview 
segments. These possibilities to have influence occur live on the radio, but also 
through other forms of supporting media as well. The Jim Rome Show includes 
on its website opportunities for fans not just to download and listen to archived 
past shows, but to contribute to the show through texts and e-mails.

Even in situations where the individuals are anonymous to the other 
members of the group (as is the case with most of the Rome listeners), the 
strength of the group influence can be quite high if the sense of group identity is 
solid. At times these influences may be even more extensive than when 
individuals interact in person (Amichai-Hamburger & McKenna, 2006), making 
the cultural context of key importance.
Integration and Fulfillment of Needs

As membership continues in the group, McMillan and Chavis assert that 
there needs to be reinforcement for belonging to the group, some sense that 
status or other rewards are associated with being a part of the group, and that 
there are shared values that guide which needs are most critical.
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As already discussed, the more one attends to the show, the more references 
the listener knows. This stronger understanding of the narrative is a form of 
reward for the longtime listener. Refflie (2006) notes the importance of 
intertextuality in Rome’s show: how interweaving cultural elements beyond 
sports gives additional texture, making it relevant to a broader audience. The 
lexicon of the show is built upon the historical exchanges of host and callers as 
well as an awareness of a variety of current events in popular culture, and, to a 
lesser extent, social and political issues. This allows for another level of 
intertextuality, a kind of interdisciplinary currency that requires constant 
updating and thus continually yields new rewards.

Additionally, continued listening to the show contributes to a sense of 
reinforcement of the group identity and with that, a kind of permanence as the 
show actively refers to prior events from days, months, and years past 
(mentioning “Patty in Modesto” means someone is overly inebriated, a reference 
to a caller from nearly 10 years ago). This connection to the past allows The Jim 
Rome Show to create a history and level of depth not yet accumulated in newer 
media. These enduring references hearken back to radio’s place as part of an 
oral tradition, a kind of broad application of oral history as a way of connecting 
to the past using the medium of the spoken word. Although the Jim Rome 
website, other unofficial sites, and academic works in part chronicle the show, 
the true life of the show is in its oral iteration.

Within this category, these are primarily positive aspects of community, but 
also important are more contested aspects of community. Indeed, community 
must contain a spectrum of interactions, including “conflictual as well as 
harmonious, intimate as well as political, competitive as well as cooperative” 
aspects (Wenger, 1998). These points of conflict and disagreement in many 
ways allow for greater intimacy and rewards, rather than just playing at a polite 
but superficial distance.

The Jim Rome Show demonstrates both positive elements and more 
conflictual elements seamlessly in each show. Positive aspects are routinely 
present as callers laud the host and other callers whose “takes” struck a chord 
and followed the established norms of participation of the show. Conflictual 
elements are also cultivated through the expected structures of sport: rivalries 
and competition. Intense rivalries based upon team loyalties are clearly present 
in many phone calls, and there is overt competition between callers (from the 
daily efforts to get “racked” and eligible for the call of the day to the annual 
“smack-off’ in which invited participants compete to win the best “take” of the 
year). Callers can get “run” off the air with a loud buzzer noise, if their 
contributions do not meet the norms of participation, well-established but 
minimally recorded anywhere. Instead, Rome’s loosely defined “have a take and 
don’t suck” directive serves as the overarching norm, with some behaviors 
detailed explicitly, such as not sounding as if one is reading one’s contributions, 
and not taking personal digs at someone’s sexuality.
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Other reward mechanisms are built into the relationship of the fan to his or 
her chosen team, athlete, or in this case, show. Fans achieve heightened self 
esteem by “basking in the reflected glory” of their team, even though they have 
not contributed to the team’s ability to win (Cialdini, 1976; Lee, 1985), and 
similarly, fans of The Jim Rome Show can benefit from the successes of their 
favorite show even if they never contribute to the show. This aspect of social 
identity theory builds upon the basic concept that individuals’ identification with 
the successes of another improves one’s self esteem. The Jim Rome Show 
capitalizes on this principle by making clear the success of the program, whether 
it is through noting the growing network of new affiliates, thanking staffers for 
booking an impressive guest list, or calling attention to instances when athletes 
or other media outlets mention the show.
Shared Emotional Connection

The rewards around “basking in reflected glory” presume a strong 
emotional connection exists in order for the fan to be invested significantly 
enough to achieve increased levels of self esteem. How is this shared emotional 
connection established? McMillan and Chavis delineate seven different 
components that contribute towards this: contact hypothesis, quality of 
interaction, closure of events, shared valent event hypothesis, investment, effect 
of honor and humiliation on community members, and spiritual bond.

The contact hypothesis asserts that interaction between members of 
different groups can help bridge intergroup differences, if the right conditions 
exist—such as situations where similar status is inferred (Aronson, 2006). A 
virtual environment has particular challenges and benefits in enacting this 
concept, but Amichai-Hamburger and McKenna (2006) have argued that contact 
hypothesis can work in a virtual environment, at times even more effectively 
than face-to-face. Although their analysis focuses on contact hypothesis via the 
internet, several aspects also apply to radio. These media lack many physical 
cues such as appearance and dress, and other markers of class and social status 
that often exacerbate group differences. Individuals may feel less constrained 
with fewer indicators of social roles and hierarchies. Amichai-Hamburger and 
McKenna also note the value of participating in the security of a home 
environment, even if this is a car or office, since individuals may be more 
receptive to accepting other viewpoints in a familiar, private setting.

In terms of the quality of interaction, one presumes that in order for 
listeners to continue to tune into the show, they need to perceive a high level of 
satisfaction with the quality. Listeners who do contribute cite regularly how the 
show is an important part of their routine, or laud the quality of a particular bit 
or riff that Rome has just executed. At times, an athlete or other guest might 
appear on the show and share some personal situation, such as a health issue that 
affects a family member, and invariably, the feedback that follows resounds 
with listeners’ appreciation that the topic was raised.

The emotional connection must also have some arc to it in terms of closure 
of events, and clearly the format of the show allows this. The show occurs at a
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regular time, creating discrete scheduling of time together, and the host and 
producers manage the creation of narratives over the time period. Rome will 
generally lay out the schedule of events—when there will be an open phone time 
for listeners to call in, when certain guests are scheduled to appear—throughout 
the show. The show closes with the “huge call of the day,” with the replay of the 
call that Rome and his staff have deemed most notable, and the traditional 
“bumper” music that closes out the show. There are also the boundaries that are 
associated with the sporting events that are covered. As listeners follow and 
await major events, there is considerable discussion with the anticipation of the 
event, in addition to the actual coverage and wrap-up after the event.

The concept of the shared valent event hypothesis— t̂hat the more the 
members assign importance to their shared events, the stronger the bond is likely 
to be—illustrates precisely how sports talk radio is designed. Although critics 
might argue that spectator sports are a meaningless distraction, unimportant in 
the larger scope of political and social life; popular culture clearly argues in 
support of the role sports play in conveying cultural values, and the many 
bridging and bonding possibilities have already been discussed (Putnam, 2000). 
Yet even without awareness of these contributions, sport’s importance as a 
cultural phenomenon is continually reinforced and heightened by the media. The 
media creates hype around athletic events such that this coverage often 
dominates the social landscape and hence, importance becomes attached to these 
events. Sports talk radio will spend weeks, sometimes months, building to a 
major event and dedicating entire shows to the analysis of a single game. 
Rome’s use of language—“epic” calls and listener “legends”—also begins the 
sense of the mythological proportions of the narrative (Reffue, 2006).

Additionally, there are issues that arise on or around the playing field which 
become topics of greater social significance, and The Jim Rome Show has not 
shied from covering these issues. Concerns around spousal abuse, 
discrimination, and illegal substances have all populated the world of sport in 
recent years, and it is not difficult to assign importance to these topics. However, 
in addition to covering these, at times, controversial subjects. The Jim Rome 
Show takes the shared valent event theory to another level by generating a sense 
of importance about the show itself As Rome often states, the biggest topic on 
the show is the show. Rome and the callers often refer to the “karma” of the 
show, whereby athletes who give interviews on the show before a big game are 
rewarded with a win. The various callers/characters are promoted as part of the 
lore of the show, and the significance of their contributions culminates in the 
annual “smack-off.” This competition heightens the sense of magnitude 
attributed to the show, as callers are screened in weeks beforehand, attempting 
to gain entry into this exclusive field. The “smack-off’ is regularly lauded by 
Rome and other listeners as the most anticipated event of the year.

As already discussed, investment refers to the idea that the level to which 
one invests in the group—in terms of time, energy, or even emotional 
investment and risk—^will increase the sense of community. Even the casual
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listener invests time by listening; further investment (i.e., listening more 
consistently) gains access to inside narratives and a deeper understanding of the 
show. Of course those who regularly call make the most investment, in terms of 
preparing for their call, waiting to be placed on the air, and risking that they 
might be “run” and their material will be scorned. The callers also see the effect 
of honor and humiliation on community members as there is much honor in 
being identified as a call worthy to be “racked” and perhaps singled out for the 
“huge call of the day,” or inclusion in the annual “smack-off” By bestowing 
these types of recognition, norms are continually affirmed for all listeners to 
observe.

Finally, the extent to which there exists a spiritual bond is somewhat 
difficult to ascertain and describe, but most ardent sports fans would 
acknowledge some intangible connection to their favorite sport or athlete. It is 
not difficult to see how this bonding might also be applied to a radio show that 
has a loyal and devoted audience as Rome’s does. The mythological language, 
the intimacy between callers, and the attachment to these characters by the 
listening audience all attend to this sense of a unique connection.

Implications and Conclusions
Sports talk radio clearly has the potential to create community, perhaps 

even to forge new ways of uniting individuals across geographic and other 
divisions. The ability to create community through The Jim Rome Show, argued 
here using the McMillan and Chavis (2006) model of community, emphasized 
how a shared culture uses group norms and shared language to develop 
community. These arguments support how sports talk radio maintains radio’s 
place as a relevant part of current popular culture.

Although this paper focuses on the community-building aspects of this 
radio show, it is important to note the limitations and problematic aspects of The 
Jim Rome Show community as well. There has been critique of the racist 
elements, particularly around Chicano(a)s/Latino(a)s (Mariscal, 1999), and the 
uneven treatment that female athletes and gender issues receive (Nylund, 2007; 
Reffue, 2006). Nylund (2001, 2007) has demonstrated how sports talk radio 
shows, with The Jim Rome Show as a particular example, are successful in 
reinforcing the “homosocial” environment of sports in which a predominantly 
male or male-centric world predominates. These critiques are certainly 
consistent with critiques of sport and society as a whole, yet another reminder of 
how popular culture reveals and perhaps influences social values.

However, despite these limitations, the ability of sports talk radio to connect 
a diverse community of individuals has tremendous possibilities. The 
accessibility of the format makes for an extremely broad membership potential, 
and when coupled with skillful application of group dynamics, this genre allows 
members to have a strong sense of influence, inclusion, and connectedness. The 
culture of sports talk radio can provide a unique opportunity to expand upon 
conversations about sports to broader historical, social, and political themes, 
thereby sparking awareness and connecting individuals to perspectives and
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groups they might not otherwise access. This process undoubtedly will 
increasingly confront the narrative of sport with the need to address voices 
traditionally marginalized in sports and society in general (Nylund, 2001).

The market-driven aspect of the media might also contribute to a growth in 
the community. Rome, as with any radio show host, exists within a larger 
corporate radio market that must represent some commercially viable 
perspective. While those views might currently be “embedded within corporate 
consumerism and tend towards a more reproductive rather than a resistant 
agency” (Nylund, 2001, p. 30), the market is changing. Just as The Jim Rome 
Show has evolved to encompass new media and technology, new markets and 
demographics will drive the discourse to reflect the perspectives that listeners 
deem most relevant. Thus, the power to create community falls back on the 
audience.

The Jim Rome Show, which includes both host and audience, has already 
extended the concepts of community beyond a regional audience to a broader, 
national market. This community has the potential to reach out to individuals 
isolated by geography or other confines, and expose them to new viewpoints as 
well as a broader community, a dynamic that has tremendous social value. The 
simple, universal narrative of sports— t̂he elation of victory, the tragedy of 
defeat—invites listeners to easily participate in this community, bridging the 
divide of the narrowly defined or restrictive groups that proliferate society. That 
listeners feel and embrace the power of their influence on this community gives 
a promising way to think about how to develop agency and activism in an age 
that sorely requires it. If this can be a possible outcome from the community of 
The Jim Rome Show, it may indeed be an aspect worth cloning.

Antioch University Los Angeles MeHee Hyun
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Time and Self: How Time Travel 
Reveals What It Means to Be Human

To be human is to interact with time. The alarm clock chimes at 6:00 am, 
the nightly news begins at 5:00 pm, and every year we become increasingly 
aware of growing older. “Time is the very foundation of conscious experience,” 
Dan Falk writes in In Search o f Time. ̂  The brain dexterously organizes vast 
amounts of information through concepts of past, present, and future so that a 
person’s understanding of self is grounded in time. We perform what scientists 
deem mental time travel when we project ourselves from a present moment into 
a remembered past or a perceived future. Unfortunately, mental time travel is 
both inaccurate and limited. Unable to physically relive significant periods of 
humanity or positively predict events of the future, literature becomes a gateway 
through time and space. Well-written works of science fiction like Connie 
Willis’s Doomsday Book and Octavia Butler’s Kindred thoughtfully contribute 
to the dialogue of what it means to be human, for they provide meaningful 
opportunities to walk with the non-living within present and future perspectives. 
By traveling through time and space in Doomsday Book and Kindred, we find 
that our place in time influences us in dynamic and complex ways and is central 
to an understanding of self

We would be paralyzed without the brain’s ability to organize sensory 
information. Our computer-like brains file experiences into categories of past, 
future, and present, or as Patricia Churchland prefers, into past, future, and the 
self  ̂ The present moment continually shifts, but the self exists as a stable 
middle ground between a remembered past and a perceived future. According to 
the psychological continuity theory, for a self to be maintained, future mental 
cognizance must evolve out of present understandings through uninterrupted 
causes.^ In other words, the way a person sees the world at 18 years old will 
differ from her perspective at 45, but she remains the same person because she 
continues to view herself in the present tense. The changes she undergoes are 
both gradual and the result of direct causes, but a consciousness of existing in 
the past, the present, and the future develops the awareness of herself as an 
individual being.

In Connie Willis’s Doomsday Book, the reader travels with Kivrin from the 
year 2052 to 14th-century England. Kivrin believes she has settled in 1320 only 
to discover much later that she is living in 1348 in the midst of a Black Plague 
outbreak. In Kindred, Dana, a black protagonist, travels from what is present day 
California, 1976, to antebellum Maryland. She visits the past six times to protect 
Rufus, her white slave-holding relative, in order to continue her lineage. 
Externally, both Dana and Kivrin travel backwards in time, yet cognitively they 
function within the context of the psychological continuity theory. They refer to 
themselves in the present tense despite moving to the past, and each new
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understanding they gain evolves from previous knowledge filtered through 
direct causes. Kivrin, in Doomsday Book, has a recorder implanted into her 
wrists that activates when she holds her hands in prayer. Seconds before she 
journeys to the Middle Ages, she records her thoughts about Mr. Dunworthy, 
her tutor. Though she travels backwards in time, her mental placement of self 
rests firmly between past and future tenses:

I’m watching you in the observation area right now, telling 
poor Dr. Ahrens all the dreadful dangers of the 1300s. You 
needn’t bother. She’s already warned me about time lag and 
every single mediaeval disease in gruesome detail, even 
though I’m supposed to be immune to all of them . . .  I will be 
perfectly alright, Mr. Dunworthy. Of course you will already 
know that, and that I made it back in one piece and all 
according to schedule, by the time you get to hear this, so you 
won’t mind my teasing you a little . . .  I’m here."̂

In this passage, Kivrin recalls warnings of diseases from Dr. Ahrens, and she 
predicts future moments when Mr. Dunworthy will listen to her experiences and 
know she has safely returned. In the same breath, Kivrin uses the present tense 
in 2052 (“I’m watching you”) and 1348 (“I’m here”). Kivrin demarcates herself 
within a personal context of time by recalling what Dr. Ahrens has said in the 
past and by predicting how her journey will result in the future.

Dana’s identity in Kindred depends on similar delineations, though her 
travels are complicated by multiple trips between past and present. Wherever 
Dana is conscious, whether in 1976 California or in 19th-century Maryland, she 
acknowledges herself to be in the present moment of a series of events that 
become her personal past and future. As sociologist Anthony Giddens notes, 
self-identity is reflexive. Rather than being a product of behavioral or external 
factors, identity results from “one’s ability to keep a particular narrative going” 
throughout one’s lifetime.^ Appropriately, Kindred is Dana’s narrative. Written 
in first-person, Dana begins her story with a genesis of sorts: “The trouble began 
long before June 9, 1976, when I became aware of it, but June 9 is the day I 
remember.”  ̂ Time does not act orderly for Dana. A few minutes pass in 1976 
while she exists for months in 1819. She cannot depend on a clock during her 
travels because calendric time means nothing when hopping between centuries. 
However, Dana’s internal placement of self in time never fails. She reflects on 
her experiences and organizes them based on memories she recalls in the 
present: “when I was there last. . . ” she muses, “though I’ll never be able to 
prove it, I turned twenty-seven.”^

Just as one must feel rooted to the present, one’s identity also depends on an 
anticipation of the future. Evolutionary biologists believe humans developed the 
ability to contemplate future possibilities as a tool to survive. Kivrin and Dana 
travel backwards in time, but they anticipate the journeys occurring in their 
futures. The protagonists’ abilities to foresee themselves in numerous future
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situations help them prepare for survival in the past. Initially, their plans for the 
future revolve primarily around physical survival. Kivrin, a young historian, 
plans in detail. She dirties her fingers and weaves her own dress. She learns 
Middle English and how to milk a cow. She grows her hair long and practices 
medieval table manners.

In Kindred, Dana also makes plans for her journey to the past. Once Dana 
has been back twice, she prepares a knapsack with items she knows she will 
need: aspirin, a toothbrush, maps of Maryland, and a knife. After being treated 
poorly by Rufus and his father, Tom Weylin, Dana foresees herself escaping 
from the plantation. She carefully prepares every detail only to be discovered by 
Rufus and Tom a couple of hours later and brutally whipped for her attempt. 
Through the pain she realizes, “Nothing in my education or knowledge of the 
future had helped me escape.”  ̂ Dana knows of events that will take place 
decades from now, but one’s ability to predict the near future depends on one’s 
knowledge of the present. She contrasts herself with Harriet Tubman, who, 
without knowing how to read or write led 19 people to freedom. As a stranger in 
antebellum Maryland, Dana must immerse herself within her new present if she 
hopes to survive for her future self

Only intimate experience within a particular time supplies the necessary 
foundation for predicting the future. Kivrin dedicated herself to studying life in 
the Middle Ages, but when she arrives, her hands are too soft, her dress is of too 
fine a weave, and her Middle English inflections are wrong. “I’ve been thinking 
about how you were right, Mr. Dunworthy,” Kivrin prays into her recorder, “I 
wasn’t prepared at all, and everything’s completely different from the way I 
thought it would be.”^

Despite their shortcomings, Kivrin and Dana fit in well enough to survive 
physically only to discover that true survival is psychological. A person controls 
only one body, so psychological survival hinges on one’s ability to act 
independently both in the present and the future. Independent choice is key to 
identity development, and in this way, plantation living challenges Dana’s 
autonomy. Because she’s black, when she travels to antebellum Maryland, she 
adopts the identity of a slave. She chooses this role as a means to survive, but 
she struggles to be her own master while assuming the guise of a servant. When 
her great grandfather Rufus tries to force the role of slave upon her through rape, 
she fights against him to prevent irreversible trauma to her sense of self Each 
time she travels to the past, she travels with certain expectations. She and Rufus 
have established an unspoken agreement to allow her enough freedom where 
living looks better than killing or dying. Her husband Kevin, who traveled to 
Maryland with Dana on her third trip, asked if Rufus treated her the way he 
treated other slaves. Dana believed that no matter what her great grandfather 
was capable of, he was not capable of raping her. When he betrayed her 
expectations and threatened her singularity, she had to reevaluate personal 
expectations of her self “I could accept him as my ancestor, my younger 
brother, my friend, but not as my master, and not as my lover.”*® When Rufus
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attempts to dominate her body and her personal identity, Dana thrusts a knife 
into his side and back. By attacking Rufus, Dana preserves control over her own 
body as well as her right to self-definition. Had she allowed Rufus to rape her, 
she would have been psychologically burdened with his control over her present 
and future identity as well as his role in the new history of her life.

In contrast, Dana’s great grandmother Alice had fewer options. When Rufus 
rapes her, Alice lacks power to resist. Rufus robs Alice of control over herself, 
and in so doing, he destroys Alice’s psychological wellbeing. Only able to resist 
Rufus mentally, Alice chooses to hate, begrudge, and offer disdain in place of 
affection. With someone else dominating her actions, Alice loses the ability to 
determine her sense of self: “She didn’t kill him, but she seemed to die a 
little.”"

Psychological survival involves maintaining a hope for the future during the 
direst of situations. Alice’s hope and strength to mentally resist Rufus rested in 
her children. When Rufus took them from her as a form of retaliation, she tied 
rope around her neck and hung herself from the top beam of the bam. Because 
she could not survive psychologically, she could not survive physically.

Kivrin also struggled to maintain hope in appalling circumstances. Upon 
discovering she had mistakenly traveled to the most ghastly of times—England 
during the Black Plague—Kivrin had little time to react. Charged with the task 
of caring for plague victims, Kivrin encountered death’s mercilessness to an 
extent for which she could not have prepared. As she cares for villagers, she 
observes limbs turning black with internal bleeding, necks and inner legs 
growing tumor-sized buboes overnight, and insides becoming gangrenous while 
orifices spew the stench of rot. She must use her own dress to wipe victims’ 
vomit of blood and mucus while they become delirious with pain. Having 
received inoculations in her future time, Kivrin is one of the few healthy enough 
to care for all the villagers who eventually succumb to the plague’s assaults. The 
victim list includes those to whom Kivrin became closest—Agnes, Rosemary, 
and Eliv^s—the family who cared for her upon her arrival. Kivrin grows 
especially close to six-year old Agnes with whose care she becomes responsible 
during her stay with the family.

Terrified and lonely, Kivrin keeps herself alive psychologically by 
maintaining hope. The heroism and devotion of Father Roche, the village priest, 
encourages her as he sacrifices everything to care for the masses. While she 
seeks clean water, lances buboes, finds food, cleans faces, and tries to comfort 
the tormented, she records every emotion for the sake of her fellow historians in 
2052. Across time and space she preserves the hope of the future, and reminds 
herself that:

. . .  there will be wonderful times after this. The Renaissance 
and class reforms and music . . .  There will be medicines and 
people won’t have to die from this or smallpox or pneumonia.
And everyone will have enough to eat, and their houses will 
be warm even in the winter.
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Though she may physically die, her experiences will survive. In 700 years, her 
fellow historians will perform archaeological digs to find her. They will look for 
the recorder in her wrist and will listen to her experiences as she tells of heroism 
in calamitous times. To Kivrin, it is important that the future know how 
courageously the villagers acted, especially Father Roche, during a time when 
cowardice abounded.

The psychological effect of the Great Plague was perhaps more destructive 
than the physical effect. “Plague has no tomorrows,” a plague observer wrote. 
The death that ravished countries, towns, and families replaced future dreams 
with nightmares of the past. People existed in the present or possibly in 
memories of recent history, but they had lost their futures. “Its hectic course 
seemed not only to carry off the lives of the affected,” Colin Jones writes, “but 
also to efface their individuality, to blot out their identity.”*"̂ Once the plague 
hit, it acted conclusively. People often died within hours of exposure, within 
days at most. Deprived of control or hope, the dead and dying ceased to be 
individuals and became one more body to heap on the pile.

If self exists within the middle ground between past and future, memories 
and their interpretations significantly impact the way one defines him or herself 
The plague’s survivors were left with the trauma of its destruction. Bereft and 
psychologically damaged, like those who experience the trauma of war, the 
survivors of the plague indulged in debauchery, lasciviousness, and financial 
extravagance to cope with the horror they had seen.^  ̂ Though they may have 
been productive members of society before the plague, memories of the anguish 
they underwent changed their perspectives on life, their hopes for the future, and 
therefore their means of identification.

The way a person relates to the past significantly alters his or her sense of 
self After Dana gets caught and brutally whipped for running away, she reflects 
on how the experience will affect her future choices. She tells herself that as 
soon as she regains strength she will run again. The pain and fear of another 
whipping impose a vile reality upon her, though. The whisper, “See how easily 
slaves are made,” echoes in her mind.^  ̂Survival is crucial to the self, and Dana 
realizes she has learned her lesson. She will not run again, for she cannot lose 
anymore and survive psychologically. As a result, she becomes more subdued 
and submissive.

Though this lesson changes her negatively, it does provide her with greater 
insight about the human spirit. How much can a person lose before she totally 
loses herself? When faced with challenges to self, people organize identity upon 
their priorities. During the course of her first stay at the plantation, Dana judges 
the household cook, Sarah, as a “mammy”: “. .. the kind of woman who would 
be held in contempt during the militant nineteen sixties. The house-nigger, the
handkerchief head, the female Uncle Tom---- After she undergoes similar
abuse, degradation, and loss, Dana understands Sarah’s identity to be a product 
of painful memories that regulate her present choices. Rufus’s father, Tom 
Weylin, sold Sarah’s three sons but not her daughter. Sarah has one child left to
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protect, and she will do whatever is necessary to survive for that child, even if it 
means never attempting escape.

When Dana begins to identify with Sarah and the other slaves on the 
plantation, she alters the terms by which she defines herself Dana’s experiences 
in 1976 were softer and less demanding. As Angelyn Mitchell notes, Dana took 
pride in personal strength and independence.If wronged, she defended herself 
without hesitation. As a slave in the 1800s, Dana cools her proud persona. She 
tolerates abuse and adopts an attitude of compliance. On a return trip to 1976, 
Dana’s cousin mistakes her wounds as products of spousal abuse. She quips, “I 
never thought you’d be fool enough to let a man beat you.” When her cousin 
leaves, Dana whispers, “I never thought I would either.”^̂  Since the self is a 
product of direct stimuli over time, the more Dana endures as a slave, the more 
her attitudes change. Dana adjusts her condemnation of Sarah for a mature 
appreciation of the sacrifices Sarah has sustained and the quiet strength she 
exhibits towards her daughter and the fellow slaves. Not only does this allow 
Dana to understand the institution of slavery, but it also allows her to understand 
herself within its context.

Similarly, from the safety of the 21st century, Kivrin condemned the actions 
of those living during the Black Plague as weak and cowardly. When the fear 
and unreasonableness of the plague confront Kivrin, it takes all her self- 
discipline to stay in the village rather than run away. She adjusts her initial 
perception from disdain to appreciation:

The history vids say the contemps were panic-stricken and 
cowardly during the Black Death, that they ran away and 
wouldn’t tend the sick, and that the priests were the worst of 
all, but it isn’t like that at all.

Everyone’s frightened, but they’re all doing the best they
��can . . .

When a messenger from Bath delivers a message to the priests of the villages, 
Kivrin reads it for the hundredth time, but this time she understands it within a 
strikingly different context. The message, which told villagers to confess to each 
other if no priest could be found, had sounded arrogant and indifferent to Kivrin 
in 2052. In 1348 and surrounded by exhaustion and despair, Kivrin finds the 
tone of the message desperate if nothing else.

As Lisa Woolfork thoughtfully suggests in Embodying American Slavery in 
Contemporary Culture, only through personal experience can a person 
understand the subtleties of meanings and the possibilities of consequences 
attached to a particular culture in time.^  ̂ Without having personally experienced 
the traumas of slavery and the Black Plague, Kivrin and Dana negatively judged 
the choices of ancestors in history. Only after absorption within the past do they 
understand each culture’s intricacy and the complexity of choices people had to 
make. That Dana and Kivrin appreciate things they once condemned reveals 
how little we vary emotionally from our ancestors. When put in similar
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circumstances, we react in much the same ways. Human nature remains 
unchanging.

When Dana’s husband Kevin returns to 19‘̂ -century Maryland with Dana, 
he poses a probing question: “People don’t learn everything about the times that 
came before them. . .  Why should they?”^̂  Neuroscientist, Endel Tulving, 
would answer: because we can learn lessons from the past. Memories provide 
the groundwork for possibilities in the future. A person gains opportunities to 
learn from past experiences in order to predict what may happen down the line.^^

If memory primarily serves as a lesson book for the future, then 
forgetfulness can have catastrophic consequences. Humans have poor memories. 
Names and dates often escape us, not to mention what we ate for dinner last 
Thursday. What we do remember is the overall idea rather than the intricate 
details of our experiences.^"  ̂The holocaust of World War II serves as a powerful 
reminder of the catastrophic consequences historical memory loss can have. 
Unrealized by many, the slaughter of millions of Jews in Europe has happened 
numerous times. Mass fear causes people to look for scapegoats. During the 
Black Plague, Jews, already hated for their literary role in betraying Christ, 
became easy targets of irrational fear. Between 1348 and 1350, the Black Plague 
ended with “nearly every Jew between Bordeaux and Albi dead.”^̂  This mass 
extermination only echoed the Crusader pogroms of 1096 that annihilated so 
many Jews, it came to be known as an “apocalypse.”^̂  Nearly 1,000 years later, 
history cycled again. Between 1939 and VE Day—May 8, 1945—approximately 
six million Jews were driven like cattle from their homes and exterminated.

Elie Wiesel, a survivor of the Auschwitz concentration camp, is perhaps one 
of the most zealous advocates for sustaining cultural memory. In his 1986 Nobel 
Peace Prize speech, Wiesel powerfully asserted the responsibility of each person 
to understand himself amongst past events and their future consequences:

“Tell me,” he asks, “what have you done with my future, what 
have you done with your life?” And I tell him that I have tried.
That I have tried to keep memory alive, that I have tried to 
fight those who would forget. Because if we forget, we are 
guilty, we are accomplices.^^

Failing to remember results in the repetition of past mistakes. In order to learn 
from the past, one must emotionally engage in the stories of the ancestors and 
make allowances for history’s great complexities. Indeed, human navigation 
through a history of tough choices has led to this point in time.

When Dana, upon a brief return to 1976, needs to relate to someone about 
the atrocities she has endured, she closes her textbooks and turns to books about 
World War II. She feels a common bond to Jews in concentration camps whose 
experiences of beatings, starvation, and “every possible degradation” resemble 
the abasement of American slaves during the 19th century.Later, when Dana 
turns on the television she sees news footage of blacks rioting in South Africa. 
Dana can personally relate to the many blacks kept impoverished for the
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betterment of empowered white supremacists. South African whites would have 
fit in better in the past, she thinks to herself Tellingly, Dana’s connections 
between the holocaust, 19th-century American slavery, and apartheid in South 
Africa expose the cyclical nature of history and reinforce Elie Weisel’s call to 
remember lest we forget, since a person is as much defined by what she forgets 
as by what she remembers.

Dana’s inability to separate her present self from her self in the past 
symbolizes the intricate connection we sustain to what has come before. Author 
Connie Willis organizes Doomsday Book to reinforce the interconnectedness of 
humans in time within one’s consciousness. The story of Kivrin in 1348 
entwines with the story of Mr. Dunworthy in 2052. Told as if they were 
happening simultaneously, though one occurs 700 years before the other, a 
comparison of the two times reveals significant parallels. From an 
archaeological dig of the village to which Kivrin will travel, London of 2052 is 
exposed to a previously extinct influenza virus. As people pile up and die in the 
city’s hospitals, people are piling up and dying in plague infested England. 
Medieval peoples believe the disease to be God’s curse, and nothing has 
changed in London of 2052. Preachers and laymen read Biblical passages to the 
infected about God punishing sins through disease. The way Kivrin’s doctor. Dr. 
Ahrens, sacrifices herself to care for the sick in 2052 parallels the sacrificial 
resolve of Father Roche in his village in 1348.

Though much has changed between 1348 and 2052, humanity’s spirit 
remains the same. To some extent, both Kindred and Doomsday Book speak of 
the inadequacy of textual representation to communicate past into the present. 
Unfortunately, texts remain our primary way of remembering, but book 
knowledge is not enough to fully understand people in time. To understand the 
past one must engage with it emotionally. Until Kivrin and Dana form intimate 
friendships, they remain emotionally distanced from their experiences. Minutes 
after returning from her first journey to Maryland, Dana’s memory of her 
adventure begins to fade until it becomes “like something I saw on 
television. . In spite of balancing themselves between ideas of past and 
present, one of the most significant factors in the molding of the characters’ 
identities is the people with whom they come to identify. Dana and Kivrin form 
deeper connections to people in the past than with those in the present. Rather 
than being exclusive to any particular moment in time, personal identity 
becomes an accumulation of emotional connections within one’s personal 
narrative. Memory of shared experiences is the key to accessing those 
connections.

At first, Dana and Kivrin find it relatively easy to fit into their respective 
times because both act as observers performing assigned roles. Only when 
Kivrin and Dana establish community do they stop acting. Kivrin becomes 
attached to six-year old Agnes, not only because she has been given the job to 
care for Agnes which establishes her place in the family, but also because Agnes 
accepts Kivrin without reservation. Too young to question Kivrin’s strange dress
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and peculiar speech, Agnes loves Kivrin for her kindness and patience. When 
the plague strikes Agnes, Kivrin realizes how much she loves the little girl as 
well. In her delirium, Agnes howls for Kivrin to help, but Kivrin lacks the power 
to keep her alive. When Agnes dies, Kivrin hysterically cries to a God in whom 
she does not believe: “I won’t let you kill her, too, you son of a bitch! I won’t let 
you!”̂ ®

More than through shared DNA, family is constructed through shared 
memories and mutual histories. As with Agnes, because of the intensity of their 
experiences together, Kivrin’s friendship with Father Roche develops into a 
deep familial bond. When the Black Death reaches the village, Kivrin and Father 
Roche assist the stricken. As the plague spreads, the numbers of infected 
increase, as does the death rate and the horrors they must endure. Kivrin and 
Father Roche depend upon each other for psychological support and physical 
help in caring for the villagers. In the narrative of their lives, they share their 
most vulnerable and emotional moments together. Though they could recount 
the experience to others, only Kivrin and Father Roche comprehend the impact 
of those times upon each other. When Kivrin discovers Father Roche has grown 
buboes and notices his skin turning purple, she weeps in despair and disbelief. It 
would make no difference whether Kivrin lived in 2052 or 1348. He would 
remain her closest friend throughout her lifetime. They had shared intimate and 
life-changing experiences and had depended upon each other in the most 
desperate of times. When Father Roche passes away, Kivrin drags herself to the 
church’s bell tower. Despite her exhaustion, she rings the heavy bell nine times 
for her dear friend’s soul. Kivrin could profoundly connect to Agnes and Father 
Roche of 1348 because they shared the same spirit of love, interdependence, and 
appreciation. Though the circumstances of the Great Plague were unique to 
Europe in the mid 1300s, human nature remains unchanged throughout time.

Similarly, Dana makes it clear that she and Kevin have little community in 
1976. Both are orphans and neither gets along with their living relatives. Before 
eloping in Las Vegas, Dana asks Kevin to pretend that they have no other 
family. The only wedding gift they receive is a plant from a coworker. When 
Dana and Kevin both journey to the Maryland plantation, however, they find 
themselves growing attached to the community within. Dana nurses Alice back 
to health after she has been ripped to pieces by dogs. When Dana runs from 
home and receives lashings for it, Alice returns the favor and cares for Dana. 
Her experiences in Maryland are potent, and she shares the experiences with her 
plantation community. Dana creates family through her shared memories, and 
where one has family, one is home. Fellow slaves try to protect and advise 
Dana, and Rufus greets Dana as if she belongs. Rufus becomes such a fixture in 
her life that she uses the pronoun “him,” and Kevin immediately knows to 
whom she refers. As Dana spends increasing amounts of time on the plantation, 
she becomes more attached to it than to California in 1976. Nobody greets Dana 
in 1976, and when she returns to her lazy apartment, she feels out of place. 
Walking towards the candle-lit plantation on her most recent visit to Maryland
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she recalls “feeling relief at seeing the house, feeling that I had come home.” *̂ 
We are whatever time or place becomes a part of us. Despite the extremity of its 
violence and pain, the Maryland plantation and those upon it had become central 
to Dana’s reality, and therefore to her identity.

The ability to share past experiences and hopes for the future gives meaning 
to an otherwise solitary and lonely existence. Important in revisiting the past in 
works of science fiction is the discovery of shared experiences with all humans 
throughout time. When Kivrin arrives in 1348, her attitude is naive. Like Dana, 
the time to which she travels demands more of her physically and emotionally 
than she has ever had to give. The part of herself that 1348 brought out and 
developed is the part she will inevitably have to leave behind when she returns 
to 2052. Similarly, Dana depends on Kevin because he is her “anchor” and her 
“kindred spirit.”^̂  He alone has shared in the experiences of both 20th-century 
and 19th-century life. Now that the Maryland plantation has imposed itself upon 
her sense of self, without Kevin’s presence securing her place, Dana would feel 
isolated in modem Los Angeles.

We remember in order to learn lessons; we distance ourselves to move on. 
“Memory’s vices,” writes Daniel Schacter, “are also its virtues.”^̂  Dana and 
Kivrin had traumatic experiences in the past. When Dana killed Rufus, she was 
immediately pulled back to 1976 even though Rufus continued to grip her arm. 
When she arrived in the present, her arm was cmshed within the wall. She had 
to tear her arm from her body in order to free herself In a highly symbolic act, 
Dana is now free from the grip of the past, but she is scarred by it as well. 
Similarly, as humans we are free from the trauma of history, yet we continue to 
be affected by its consequences.

Kivrin’s escape from the past is similar to Dana’s. Mr. Dunworthy rescues 
Kivrin, but she stmggles to process life in 2052. As Mr. Dunworthy acquaints 
her with the ills afflicting the present moment, Kivrin’s heart remains with the 
friends she has lost. That Kivrin will have no one in the present to share the 
intensity of her experiences will isolate her; however, she does have fellow 
historians who will listen to her recorder and try to engage with her emotionally. 
These events will become memories which will help her better understand 
humanity in its narrative in time.

Kindred and Doomsday Book teach that understanding ourselves, learning 
significant lessons, and healing historical wounds, requires a purposeful 
confrontation with history. Stories of time travel are beneficial for their use of a 
present perspective to concentrate on human issues throughout time. Humans 
sustain cultural and personal memory of the past, but Dana and Kivrin delved 
beyond ordinary recollection. Their journeys foiled the natural order of human 
experiences in time to reveal the dynamic ways in which identity is created. The 
events of their narratives were extraordinary, yet their identities were formed 
through the same processes humans have undergone throughout history. They 
survived by organizing internal narratives within categories of past, future, and 
self Significantly, Kivrin and Dana discovered profound bonds and similarities



Time and Self 89

to those who preceded them in history. Their journeys offer insight about 
making meaningful connections with past lessons in order to prepare for the 
future. Their psychological scars warn of the damage that living in the past can 
have on self and society. Circumstances may change, but the issues of this 
moment are the same issues that continue to be addressed by humans throughout 
time. Making improvements upon human nature, as with human identity, is a 
lengthy and tumultuous process. The paradoxical beauty of time is that by 
forgetting, we can move on. By remembering, we can change.

University of Nevada, Las Vegas Kym Morris
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The Hall of Fame for Great Americans: A Call 
for Ending its Comatosis or Hibernation

The world’s first organization that has been specifically designated as a 
“Hall of Fame” was established in New York City in 1900 (MacCracken, 1900; 
MacCracken, 1901). The Hall of Fame for Great Americans honors 102 
Americans. It has served as a model for hundreds of other “halls of fame,” the 
most prominent being baseball’s Hall of Fame in Cooperstown, New York, 
established in 1939. While the Hall of Fame for Great Americans remains the 
original icon in a history of popular culture museums visited by millions each 
year, the Hall today is little known, visited by scant few, and in a state of both 
physical and organizational decline. This article is a call to reawaken this 
institution from, depending on how you see it, comatosis or hibernation.

The Hall of Fame came about by accident. Henry MacCracken, President of 
New York University (NYU), wanted to establish a new campus in a rural area 
of the Bronx. He found 50 acres on a bluff rising above the Harlem River. There 
he orchestrated the construction of an entirely new campus. At the same time he 
retained NYU’s Washington Square location in lower Manhattan for his 
professional schools. His initial plan called for moving the main old campus 
building, the University Hall, brick and stone by brick and stone, to the Bronx, 
but it was soon realized that such a project was cost prohibitive. Hence he set 
about to build what was essentially an entirely new campus, although some 
structures in the neighborhood of the new site were converted into university 
facilities (MacCracken, 1900, pp. 2-3; MacCracken, 1901, p. 563).

The building project had several buildings surrounding a centerpiece 
structure combination administration library building. This building along with 
the others was designed by the world renowned architect Stanford White. The 
construction was made possible by a large donation (over $2 million) from— 
Helen Miller Gould (Mrs. Finley J. Shepard) the daughter of business tycoon Jay 
Gould. White and MacCracken desired very much to exploit the visual effects of 
the campus atop the parcel of land in the rural-suburban area of the Bronx that 
took on the name of University Heights. They agreed that the administrative 
library building, to be known as the Gould Library, should be located as near to 
the edge of the bluff as it could be (New York Times, March 8, 1900; Rubin, 
1997).

White informed MacCracken that such a building location would require a 
massive retaining wall. Otherwise the library structure might slip over the 
precipice. The placement of such a wall would create room for a large basement 
in the building, but it would also create somewhat of an eyesore defining the 
glorious building above it, as people looking up toward the campus from the 
west would see only the massive wall. The retaining wall needed something at
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its top side that would add a positive visual quality (MacCracken, 1900, pp. 4- 
7).

Structural and architectural necessities thereby created another opportunity 
for Henry MacCracken. Opportunities are the mother’s milk of Bureaucratic 
climbers especially if they can be complementary with their other zealous 
inclinations.

Once Stanford White had determined that there would be a terrace plaza 
area behind the library, Chancellor Henry MacCracken put his mind into high 
gear. Opportunities might be opportunities, but they still had to be justified 
considering the high costs necessitated by the construction. MacCracken had to 
“find” an educational use for the plaza.

Without any outside driving pushes or pulls, MacCracken unveiled his idea. 
America needed a pantheon to honor its greatest citizens. That pantheon would 
be a hall of fame on the new Bronx campus of NYU. MacCracken returned to 
Jay Gould’s daughter and he received a donation of $250,000 to complete the 
structural work atop the retaining wall to allow creation of our Pantheon. The 
structural changes on the plaza area behind the Library included a 630 foot-long 
curved walkway, 10 feet wide and enclosed by a set of columns (a colonnade), 
between which would be placed busts of the greats on pedestals. This walk 
between the famous was to be combined with a basement museum area that 
together would constitute the Hall of Fame of Great Americans. Today there are 
98 busts in place at the location (MacCracken, 1900, p. 72; MacCracken, 1901, 
pp. 563-564).

MacCracken’s inspiration for the Hall of Fame came from several places: 
Westminster Abbey in London, the Ruhmeshalle near Munich, Walhalla Temple 
in Regensburg, Germany, and Pantheons of Paris and Rome. He also considered 
Statutory Hall in the Capitol in Washington, D.C. Yet he wanted something 
unique. While moved to duplicate the shrines of Rome, Munich, Paris, London, 
and Washington, D.C., MacCracken found flaws in the organization of each. He 
wished the Hall of Fame for Great Americans to be distinctive in several ways. 
His overall theme was that the Hall should be a democratic structure with open, 
at least to some degree, elections for membership, and with membership 
extended over many categories of the citizenry.

In an essay that MacCracken penned in 1900, he outlined five features that 
would make the Hall uniquely American. First, the membership would be 
selected through democratic elections, albeit ones with final selections made by 
selective elites. Placement in the Hall would not be by royal decree or by chief 
executives or legislative bodies. Rather choices for membership would be by a 
body of national electors chosen for this one function alone. Second, the Hall 
would not be reserved for political leaders, but rather for those displaying 
greatness in a wide variety of fields. The constitution of the Hall which was set 
into place by the senate of New York University, indicated that members would 
be drawn from 15 categories of citizens including statesmen, authors, educators.
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theologians, scientists, engineers, physicians, inventors, explorers, military, 
judges, artists, businessmen, humanitarian-reformers, and “others.” Third, 
electors who made the final selections were chosen with the goal of having at 
least one representative from each of the 45 states then in the union 
(MacCracken, 1901, pp. 563-565).

Electors were to be drawn by the university senators from four classes of 
citizens in as equal numbers as possible. These were university presidents, 
professors of history and scientists, authors and editors, and judges of state and 
national supreme courts. (When the senators could not determine a name from a 
state, the chief justice of the state’s supreme court was invited to join the 
electors. At the end of the process there were 100 electors from 42 states. The 
electors were asked to serve for two elections.) They were to choose only 
persons who were native bom and who had been deceased for at least 10 years. 
Fourth, elections were to be held periodically—each five years. Fifth, the entire 
operation was to be governed by the senate of New York University. The senate 
had been created in 1894. It consisted of 19 members. Its president was the 
university chancellor. He was joined by six deans and six senior faculty 
members from each of the colleges of the university, as well as six presidents or 
deans of theological colleges in the New York City area (MacCracken, 1900, pp.
11-38; Johnson, 1937, pp. 41^8 ; Banks, 1902, pp. 15-17).

Elections began in 1900. The general population submitted names to the 
senate. These were reviewed, and 234 names were presented to 100 electors, 
who each were asked to cast 50 votes. Those selected had to win a majority of 
votes. They had to be native bom and deceased for at least 10 years. The result 
found 29 elected. George Washington was elected unanimously along with 
Jefferson, Lincoln, Franklin, Fulton, Audubon, Emerson, Asa Gray, James Kent, 
and George Peabody. Protests ensued that no woman was elected. These were 
abated somewhat as five women won election in the 1905 and 1910 elections. 
There were protests that foreign bom Americans were excluded. In 1915 the 
Senate revised mles and permitted their consideration. Over time 11 women 
were elected including Harriet Beecher Stowe, Susan B. Anthony, Mary Lyon, 
Jane Addams, Lillian Wald and Clara Barton. Foreign bom entries include 
Alexander Hamilton, Louis Agassiz, Roger Williams, Simon Newcomb, 
Thomas Paine, and Andrew Carnegie (Johnson, 1935, p. 34; Grundfest, 1977, 
pp. 192-208).

In 1925 it was required that members be deceased for 25 years. That 
requirement held, with one exception. Wilbur Wright was allowed early 
election, so that there could be a ceremony installing him with his brother 
Orville. From 1925 through 1940, election required a three-fifths majority of 
votes (Gmndfest, 1977, p. 192). In 1940 only Stephen Foster was elected. This 
caused concern, as it was felt more names were needed so there could be more 
installations—and more public attention for the Hall. Then in 1945, as the
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counting of ballots progressed, it was realized that Booker T. Washington was 
the only nominee winning three-fifths support (Grundfest, 1977, pp. 193-208).

It can be noted that John James Audubon won election in 1900 even though 
he was bom in Haiti, an oversight. He also had a “Creole” mother, so it was 
likely he was the first American of Afncan heritage installed. Nonetheless, it 
was considered that Washington was the first Afncan American elected. But 
was an Afncan American to be honored as the only new member in 1945? 
Quickly, the Senate met and changed election mles (mid-count) back to the 
original requirement of majority vote for selection. Five joined Washington as 
newly elected members. These included Sidney Lanier, nominated by the 
Daughters of the Confederacy. In 1946, the two enjoyed “separate but equal” 
installation ceremonies (Nelson, 1990, “Ad Hoc Rules”).

In 1960 Henry David Thoreau was elected, but his supporters balked at 
having an expensive ceremony. They felt that it would defile values for which 
Thoreau stood. It was difficult to raise $10,000 to sculpt his statue, but the funds 
were raised, and he was installed (New York Times, October 28, 1962; Nelson, 
1990, “Typical Controversy: Thoreau”). In 1970 Franklin Roosevelt was denied 
membership in the only election he ever lost—on his own. He was elected in 
1973 (Gmndfest, 1977, p. 204). That was the year financial problems forced 
NYU to sell the Bronx campus to the state of New York. It was made the 
campus for Bronx Community College (BCC). Control of the Hall passed to 
Tmstees, and it was to be financed by both NYU and BCC. There was an 
election in 1976—the last. After funding was withdrawn in 1977, the Tmstees 
were disbanded. BCC gives custodial care and some security to the facility 
(Nelson, 1990, “A Fresh Start”; New York Times, November 15, 1976; New 
York Times, January 6, 1977; New York Times, September 17, 1977). Only one 
installation took place after 1977—in 1992 a statue of Franklin Roosevelt was 
unveiled (New York Times, September 27, 1992). Some grants allowed 
restoration work in the 1980s and 1990s, but renewed efforts to raise more funds 
were failures.

The Hall of Fame’s slide toward oblivion began slowly. It monopolized the 
name “hall of fame” until 1939, when baseball’s “hall” opened. Baseball offered 
another model of “fame,” one closer to Andy Warhol’s edict that we would all 
enjoy “15 minutes of fame.” The population felt closer to “alive” baseball greats 
when they were enshrined, as they were not familiar with many of those 
enshrined in the Bronx. Many new “halls of fame” were created in the 1950s 
and 1960s and they followed the Baseball Hall model of inducting “live” greats 
in their field (Danilov, 1997). In the 1960s the nation was consumed with war 
protests and concerns about civil rights. Yet the Hall gave little attention to 
persons of peace or to minorities. Many of the women in the Hall were remote 
figures in history. The Afiican Americans (Washington and Carver) were the 
two “negroes” whose achievements were taught to all white school children as 
examples of how America could be inclusive, when they really proved the
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opposite. Leaders like Marcus Garvey and W.E.B. Dubois were totally 
overlooked. Sojourner Truth was nominated but did not receive a vote, Harriet 
Tubman received one singular vote. Moreover, the Hall was located in a 
neighborhood that was becoming “minority,” and when the campus was 
transferred to the BCC, the students wandering through the Hall each day could 
not relate to the monuments surrounding them. The Hall did not contain any 
Hispanics, there were no Asian Americans or Native Americans, and there were 
no Roman Catholics. Only three of the enshrined were Jewish (Grundfest, 1977, 
pp. 193-208).

The incumbents in role of director have had their role in the demise of the 
Hall. Almost all were older men—in their late 50s or 60s—^when they began 
their service. They had retired from other prominent positions (such as the 
Presidency of Yale University), and for the most part held the post for its honor, 
rather than holding it with a mission of service. They were generally very well 
connected; however, they did not use the position to gather funds for the Hall. 
All but two died while they were in the position. There have been seven 
directors of the Hall of Fame, although Henry MacCracken certainly played the 
role of director, he did not wear the title. He was the person in charge from 1900 
until his death in December, 1918, at the age of 78. He played the leadership 
role even after resigning from the Chancellorship of New York University in 
1910. Perhaps the fact that he relied almost exclusively upon the wealthy 
daughter of Jay Gould to support the Hall set in tone a belief that the directors 
did not have to reach out to others for funds. Until the 1980s there were no 
outside funds for the Hall itself All fundraising was confined to gathering 
money to pay for busts of the inductees. And most of these funds came from 
relatives of the persons honored. MacCracken was followed in this leadership 
role by these directors:

Robert Underwood Johnson 1919-1937d 
John H. Finley 1937-1940d 
William Lyon Phelps 1941-1943d 
James Rowland Angell 1944-1949d 
Ralph W. Sockman 1949-1970d 
Russell D. Niles 1970-1975 
Jerry Grundfest 1975-1979 
Ralph M. Rourke 1987-2003d

(“d” indicates that the director died in office)
In 1973 one elector visited the site and suggested that the Hall had to move. 

He felt that Helen Gould had come to sponsor the Hall of Fame because of the 
prestige New York University brought to it, that she never would have 
underwritten a hall of fame “on the campus of an obscure community college.” 
He was also concerned that the surrounding neighborhood in the Bronx had 
deteriorated and was unsafe for visitors to the Bronx campus (Nelson, 1990, “A 
Fresh Start”).
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Several locations both inside of New York City and outside the city were 
indicated as good locations for the hall of fame. The federal customs house 
downtown was one such location. It was later redesigned to be the Museum for 
the American Indian. The World Trade Center location was proposed. Had it 
been worked out for a move there, the world would certainly know about the 
Hall of Fame today. The Botanical Gardens in the Bronx were considered to be 
a good location. Several suggested that as New York University retreated to 
their original Washington Square site, the Hall of Fame should go with the rest 
of the University. A study of the cost of moving the busts and reconstructing the 
colonnade, however, was found to be excessive and out of reach (Nelson 1990, 
“A Fresh Start”).

A February 2003 visit to the Hall of Fame found that an adjunct assistant 
professor of history, Dennis McCovey, at the Community College, was “in 
charge” of the facilities (Interview February 11, 2003). In 2008, another visit 
found Mary Healy of the College’s Public Relations Office running the small 
office in the Gould Library devoted to the Hall (Interview, December 29, 2008). 
By the summer of 2009, the duties of supervising had been passed onto a 
consultant. Art Zuckerman. Zuckerman had started a group called “Friends of 
the Hall of Fame” two years before. He was a noted local celebrity as he 
conducted 71 walking tours of New York City (including one through the Hall 
of Fame), and he made presentations on public radio and national public 
television. His Hall of Fame tour used an audio guide that visitors can access as 
they see each statute. He has also trained volunteer docents to lead tours.

Zuckerman is eager to see the Gould Library facilities revived so that it can 
be used for major community events which could bring funding to the Hall. A 
grant has been secured to allow construction of new entrances and exits which 
will permit larger crowds to gather in the lobby of the Library. He also promotes 
the Library, campus, and the Hall as sites for feature films. Films using the 
facilities as background include Goodbye Columbus^ A Beautiful Mind, and The 
Good Shepherd. Zuckerman sees a first step to renewal being the finishing of 
four additional statues for the Hall, each costing about $20,000. While the Hall 
remains a part of the Bronx Community College campus, the staff of which 
offers basic custodial care and security, the actual ownership is in the hands of 
the state through the New York Dormitory Authority (New York Times, July 16, 
1977; Interview Art and Susan Zuckerman, New York City, October 15, 2009).

So what can be done for this icon on 18Û  Street in the Bronx? Can it 
awaken from its hibernation, or worse, its state of comatosis? We offer five 
ideas for revival.

First, historical accounts of the institution should be enhanced. A valuable 
contemporary manuscript on the Hall was written by Clifford Colmer Nelson in 
1990. It should be edited and published.

Second, the public should be made aware of the Hall’s mission. This can be 
done by marketing and creating a new uses for the Hall. Displays in the Gould
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Library rotunda should be given over to other halls of fame. These should be 
allies and not rivals. The full range of halls should be recognized by a listing and 
also for pictorial displays and information. There can be displays of concepts of 
greatness. This display area could utilize basement areas of the Library which 
were originally to be a museum.

Third, the Hall of Fame for Great Americans reflects values of the America 
of its electors, an America that is somewhat of a present but essentially is an 
America of a past. That past should not be denigrated, but it should be 
recognized as a time that has been “a changing,” and that in any complete sense, 
is no more. The Hall of Fame should be a frozen as if an object in an historical 
museum. The 102 members should represent the complete collection. Busts of 
four members without statues should be finished.

Fourth, a contemporary virtual Hall of Fame For Great Americans should 
be created with new ongoing elections. Visitors to this new ongoing Hall of 
Fame should be allowed to cast votes, and vote totals should be displayed in 
Gould Library. The list should be posted and also available online.

Fifth, ownership and control of the Hall of Fame should go to a new quasi 
independent authority, associated with the state-sponsored City University of 
New York. The name of the sponsoring college should be changed away from 
the generic “Bronx Community College,” an entity that has had any existence 
only since the mid-1950s. That college should become known as “The Hall of 
Fame College of the City University of New York.”

No doubt, there are plenty of other ways to make the Hall rise again. Ideas 
are needed. Our suggestions aim to re-awaken this important American 
institution at a time when our country struggles to conquer many divisions. A 
reborn Hall of Fame for Great Americans can be part of a national renewal of 
unity through historical appreciation.

University of Nevada, Las Vegas 
University of Nevada, Las Vegas

William N. Thompson 
Maria Emita Joaquin
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Eating a Meal with the Other:
The Ethical Challenges of Travel Food Shows

The Travel Channel show No Reservations, starring the popular chef and 
writer Anthony Bourdain, takes us around the world to explore the cultures and 
cuisines of exotic locales. Through tours of everywhere from Vietnam to Paris 
to the rural South, viewers are captivated by the fantasy of travel and new 
experiences. The travel show is an increasingly common format, as indicated by 
the viability of an entire basic cable channel devoted to travel. Such 
programming is compelling to watch and often inspires its viewers to be good 
consumers on many fronts— t̂hey desire the food, the locale, the culture, the 
adventure, to be theirs, and if they want it they just have to pay for it. But as 
these shows move from the glitz and glamour of New York or Miami Beach into 
underdeveloped countries like Malaysia, Argentina, or Ghana, ethical dilemmas 
begin to arise. The unequal power dynamic between the white American 
television crew and the individuals who are being interviewed is often troubling, 
and the question of whether or not we actually want these communities to be 
swamped by American tourists eager to experience “authentic” cultures and 
cuisines is left unanswered. Using Anthony Bourdain’s show No Reservations as 
my primary text, I examine the question of whether it is possible to have an 
ethical travel food show, given these concerns among many others. I argue that 
Bourdain’s postmodern, self-reflexive hosting style complicates what could 
otherwise be seen as a colonialist intrusion into third-world countries for the 
sake of a marketable program that appeals to US viewers. Yet it is important that 
we continue to ask what is gained by the production of such shows, and if those 
benefits outweigh the negative impact that they may have on their subjects.

The show No Reservations premiered in 2005 on the Travel Channel, and is 
now in its fifth season. The show’s host, Anthony Bourdain, is an extremely 
popular American chef and author of both fiction and nonfiction books about 
food and professional cooking. In his most popular book. Kitchen Confidential, 
Bourdain developed his acerbic writing style, describing the restaurant industry 
in graphic and somewhat profane language; he is known for his testosterone- 
driven adventures in drinking, drugs, and sexual exploits—all in the kitchen. No 
Reservations starts with Bourdain announcing “I write, I travel, I ea t. . .  and I’m 
hungry for more” before trekking off to places like Uzbekistan, New Zealand, 
Puerto Rico, India and Namibia. On occasion the show will stay in the U.S. to 
focus on the cuisine of a city like South Carolina, Cleveland, or New York, but 
in general, the focus is on international travel.

It is important to investigate travel shows like this one because of the 
ideologies that they propagate about what it means to travel, as well as how one 
ought to conceive of and interact with native populations. As Jaworski et. al 
argue in their exploration of British tourism programs:
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We assume that the presentation of tourism and tourist destinations . . .  is an 
apt representation and reinforcement of viewers’ expectations, beliefs and 
practices. In other words, we consider the discourse of [travel shows] as an 
instrument through which dominant ideologies of tourism are (re-)produced. 
(Jaworski, Ylanne-McEwan and Thurlow 137)

In many ways, the proliferation of travel shows on television has 
contributed to a sense that tourism is a part of our everyday leisure practices and 
activities (McCabe), and yet this routinization of tourism can cause travelers to 
look even harder for difference when they leave the safe confines of their own 
home. In this way, shows like No Reservations contribute to a sense of banality 
when confronted with images of “the Other” while also encouraging travelers to 
seek out even more extreme experiences of difference when they try to recreate 
such an experience in their own lives, often intruding upon the lives of 
indigenous populations and severely impacting their destinations. Because of 
these dual impacts, it is important to consider the ethical dimensions of travel 
shows. While travel shows and the tourism industry that they promote are 
deeply entrenched in growth industries designed to sustain their own economic 
futures, the larger notion of travel is inherently connected to a multitude of 
ethical dilemmas that must be considered, such as “the reciprocity (or lack of it) 
in ‘host’-‘guest’ relations, the (un)fair distribution of benefits and revenues, 
issues like sex-tourism, ‘staged authenticity’ and travel to countries with 
repressive regimes” (Smith and Duffy 5).

This is not to say that all touristic encounters such as these are steeped in 
inequality or the potential for exploitation. Indeed, in many host-guest 
relationships, the hosts see the exchange in an entirely positive light, as it gives 
them the opportunity to showcase their own culture or cooking talents, to narrate 
their experiences and life stories, to learn about another culture and meet new 
people, and more broadly to simply socialize and enjoy themselves. Opening 
one’s home and sharing a meal with strangers reflects an admirable sense of 
altruism and hospitality that should not be downplayed. Further, travelling to a 
foreign country and dining with local families can be an important site for cross- 
cultural exchange for both parties, breaking down barriers between Americans 
and individuals from other countries over the course of the meal. Despite these 
possibilities, this investigation of the show No Reservations is still important to 
consider due to the fact that this is no simple encounter between travelers and 
native populations—the intrusion of the camera and the urgent expectations for 
creating a marketable television show add a power dynamic that cannot be 
ignored. In the filming of the show, native informants might find it difficult to 
deny Bourdain’s requests, and there is a certain level of performativity to the 
exchange that might not otherwise be present without the camera crew. Each 
meal is part of a carefully constructed and orchestrated performance that is 
visible to thousands of audience members. It is these power dynamics that make 
such programs important to investigate.
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Bourdain’s Indigenous Tourism
Over the course of an average show, Bourdain narrates a selected history of 

the location, visits a local market, and is given a culinary tour of the city through 
the assistance of one or two natives. The tour usually includes a home-cooked 
meal with a family, a sampling of street food, and an education in the regionally 
produced alcohol, rarely venturing into upscale venues. This type of tourism is 
known as “indigenous tourism,” since Bourdain is travelling to a remote location 
that is not easily accessible to the average tourist and contacting indigenous 
peoples and their culture (M.K. Smith). While this type of tourism is growing in 
popularity, it is Bourdain’s encounters with host families and locals, as well as 
his narration of the country’s culture that may be seen as problematic.

Patai offers an important foundation for examining these problems in her 
essay, “U.S. Academics and Third World Women: Is Ethical Research 
Possible?” Patai’s ethical dilemma of researching third-world women can offer a 
critical framework for analyzing travel shows like No Reservations, which offer 
an everyday media representation of a very similar act. In her essay, Patai 
worries that white, middle-class academic researchers who choose poor, 
nonwhite individuals as their research subjects are participating in a system 
troubled by steep inequalities that cannot be overcome. Patai argues:

In addition to the characteristics of race and class, the 
existential or psychological dilemmas of the split between 
subject and object. . .  imply that objectification, the utilization 
of others for one’s own purposes. . .  and the possibility of 
exploitation, are built into almost all research projects with 
living human beings. (Patai 139)

These problematic constraints are similarly present in the case of the travel 
food show, where the individuals from the country being profiled are necessarily 
objectified and possibly exploited for the creation of an appealing program. The 
format of a travel show is such that a crew of American technicians descends on 
a foreign locale, where they develop contacts with local informants who can act 
as tour guides for the short period of the filming. The individuals who serve in 
these roles have little to no say in how they are represented, and are simply used 
for their cultural knowledge. As Smith finds is often the case in indigenous 
tourism, “the local populations are usually immobile both physically and 
financially, at least in touristic terms; therefore their role will never be more than 
that of serving tourists” (M.K. Smith 172).

These problems with travel shows are particularly marked in the case of 
travel food shows like No Reservations, which consistently operate under the 
assumption that other cultures are exotic and exciting because their food is so 
different. Long defines culinary tourism as “the intentional, exploratory 
participation in the foodways of an Other, participation including the 
consumption . . .  of a food item, cuisine, meal system, or eating style considered
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as belonging to a culinary system not one’s own” (Long 181). Long and others 
suggest that when we engage with ethnic cuisine, it is done so in a way that 
exoticizes the creators of foreign food while asserting and maintaining our own 
dominance (Barbas; Ward). While there is nothing inherently wrong with eating 
ethnic food, it must be noted that a simple interest in sampling ethnic food rarely 
carries the potential for any power structures to be disrupted, or for the subjects 
of fascination to demonstrate agency or resistance. An episode of No 
Reservations that most vividly illustrates the ethical dilemmas of “eating the 
Other” is the episode focusing on Laos.

Bourdain’s trip to Laos clearly reveals the tension inherent in traveling to a 
faraway place for the purpose of a travel food show. The narrative of this 
particular episode is that Bourdain wants to showcase the beauty of the country 
and shed light on its complicated entangling with the U.S. military. Yet a 
recurring theme throughout the show is that Laos is shrouded in mystery; as 
Bourdain states, “It’s very romantic, very beautiful, very enchanted place that no 
one knows about. I understand everyone who came here who became captivated 
by this place. You look at these mountains with the mist in the morning and it’s 
magical, there’s no place like it.” This sort of language is decidedly Orientalist 
(Said), framing this Southeast Asian country as one that is mystical and exotic 
and feminine—an alluring trap for Westerners because they just cannot fathom 
its hidden depths. With this framework of Orientalism exists the idea that such 
cultures are inherently inferior to the West; to be sure, Bourdain cannot help but 
draw comparisons to the U.S. in his comments. He marvels at the fact that there 
are “No KPCs, no McDonalds, no Burger Kings” and that it remains “uniquely 
untouched” by Western influences—two facts that are posited as advantages for 
travelers, but that inadvertently reinscribe the authority and dominance of the 
U.S.

The most problematic moments from Bourdain’s trip to Laos come when he 
starts eating meals in private homes. In his narrative he explains the history of 
Laos becoming involved in World War II, which resulted in over 250 million 
bombs being dropped on the country, a third of which failed to explode. Over 30 
years later, farmers and other innocent Laotian civilians still stumble upon these 
explosives, and the results are disastrous. Bourdain meets up with a man who 
lost an arm and a leg to a land mine, and is invited to share a meal with his 
family. It is clear that the family is living “close to the poverty line,” as 
Bourdain describes, and yet the man’s wife prepares a bountiful meal for him: 
“Eating meat or fish is not an everyday feature of the meal in this village, but we 
are honored guests. She does her very best with a whole fish and vegetables 
gathered from their garden.” While we might assume that the show pays the 
family for the meals—despite the fact that there is no evidence of this fact—it is 
still disconcerting and uncomfortable to watch these poor individuals feed 
Bourdain, an extremely successful American celebrity chef, with food that they 
have gathered themselves and would not have eaten if he were not there.
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These concerns about the way that we deal with individuals from other 
cultures—specifically with regard to the sharing of food—are echoed by Patai in 
her discussion of feminist research methods. She describes an important moment 
in her early research when she is interviewing a woman in Brazil named Teresa. 
The experience sticks out in her memory because of the way that Teresa invites 
her into her dwelling and offers her a bottle of soda and a piece of cake, despite 
repeated refusals by Patai. This generosity is contrasted with the fact that “the 
refrigerator was bare when she opened it, and she herself looked worn out and 
undernourished” (Patai 141). Patai wonders why Teresa had participated in the 
interview at all, and further worries that putting Teresa’s narrative in the public 
sphere is a form of exploitation. While Bourdain may be compensating the 
individuals for the meal that they provide, it is clear that this act of sharing food 
with the legitimized, authoritative outsider is troubling on many levels. What, 
exactly, are the participants getting out of their encounter with Bourdain? While 
Patai worries about the fact that her role as a researcher stands in the way of 
“fair exchange” between the participant and herself—as she is surely getting 
more out of it than they are—there is an even sharper contrast between 
Bourdain’s Laotian interviewees and himself It would be impossible for the 
Laotians to see themselves on the American television program or to reap the 
benefits of exposure in any way, and so they are left with simply the notion that 
they are contributing to a greater body of knowledge for the American public. It 
is certainly possible that both the Laotian family and Patai’s informant Teresa 
shared the meal out of a sincere generosity and desire to share that they would 
gladly offer in any situation, but we cannot ignore the identities of those who 
asked of these individuals. In light of these issues, it is quite possible that the 
participants opened their home to Bourdain because it was requested by an 
American television crew, and they were in no position to deny such a request.

One way that Bourdain repeatedly attempts to shrink this power differential 
throughout the show is through invoking language of brotherhood through food. 
He often claims food culture as a common ground between himself and his 
interview subjects, despite the real inequalities that divide them. “Where food, 
people and culture intersect, that’s where you really see both the things that are 
different about us and what we share,” he states in the episode on China. Yet 
this romantic notion of shared passions and friendship merely disguises the 
problem. Patai notes that feminist researchers often invoke “sisterhood” as a 
way of alleviating power differentials between the interviewer and the 
interviewee. Female researchers will try to befriend their subjects because they 
are both women and can understand each other on that level as equals. However, 
as Patai argues, “the problem with this honorable intent is its disingenuousness” 
(Patai 144). In Patai’s own research she interviewed 60 women, and although 
she promised many of them that she would keep in touch, she found it 
overwhelming to actually maintain any meaningful ties. The idea that the 
participants benefit from things like “the opportunity to tell their stories, the
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entry into history, the recuperation of their own memories . . .  do not challenge 
the inequalities on which the entire process rests” (149). In the same way, 
Bourdain’s claims that we all have something in common when we love food 
does nothing to change the dire poverty within which his subjects live. We do 
not know if he makes them any promises of friendship or further 
communication, but after five seasons and 71 locales, it’s impossible that he 
could forge a lasting bond with all of the participants, and unfair that he should 
choose between them. Even if he genuinely assumes the position of a friend and 
fellow foodie, this can only be at best an act, and at worst a form of 
manipulation.

Another way that Bourdain attempts to justify putting himself in this 
admittedly uncomfortable position is through an activist claim that he is doing 
the show because he wants to expose the political realities of American 
intervention in Southeast Asia. In response to a question from one of his hosts as 
to why he would visit a place that was so devastated by American troops, 
Bourdain replies, “Every American should see the results of war. It’s not a 
movie. I think it’s the least I can do is to see the world with open eyes.” This 
goal of education and enlightenment can be applauded, but it cannot be 
forgotten that this is a travel show, and that an important aspect of such shows is 
to effectively advertise for the locale that is being presented. Thus, despite a 
message of devastation and loss, there is always an overriding sensibility that 
this place is beautiful and magical, and that Bourdain is thrilled to be able to 
travel there himself Travel shows are inextricably entwined with the tourism 
industry—a fact of which Bourdain is keenly aware. In their study of travel 
shows, Hanefors and Mossberg discover that “when anyone from the 
destination’s population actually appears, he or she is involved in the tourism 
industry, and if not, seems to act as a sort of silent marker, as if to lend 
authenticity” (Hanefors and Mossberg 243). It cannot be said that these Laotians 
are part of the tourism industry, and so they must represent authenticity—and in 
sharing their homes, their food, and their stories, this much seems clear. This 
quality is of critical importance in food programming, as we have seen in 
analyses of food films as well. In her exploration of the film Tortilla Soup, 
Lindenfield states:

U.S. food films tend to construct a touristic experience of 
cultures outside of white middle-class America, a posture that 
television adopts as well. These texts invite the tourist gaze to 
experience ethnic “others” and their food cultures, fulfilling a 
questionable ethnographic function for white audiences. 
(Lindenfeld 304)

No matter how much Bourdain wants to explain the sociopolitical history of the 
location and the food culture that he is explicating, his white audience is still on
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the side of the tourist gaze, consuming the image for the sake of experiencing 
“the Other” and perhaps making travel plans to do so in person someday.

Self-Reflexive Television and Possible Futures
We have seen that the show No Reservations unabashedly exoticizes and 

Orientalizes its subjects, bringing an American host into the private spaces of 
poor non-White locals to share a meal that is beyond their means, all for the sake 
of a show to promote the travel potential of the country. These critiques are 
significant and should not be overlooked, but there are many ways in which 
Bourdain is an atypical host, and departs from the normal conventions of travel 
shows. The first is that Bourdain is very self-reflexive in the language he uses to 
guide the show’s narrative. He frequently mentions the fact that he is trying to 
make good television, that there is a camera crew present, that his producers are 
offering their input, and that he feels uncomfortable with the power that he 
wields. This dynamic is particularly visible during a scene at a lao lao whiskey 
brewery, as the Laotians include the entire crew in their sharing of the alcoholic 
beverage. Bourdain explains, “Our hosts just don’t make the distinction between 
the on-camera guest, meaning me, and the camera crew, who are not usually 
supposed to end up in the shot. They get offered the same lau lau as I do. To 
refuse this generosity would be an insult.” Further, Bourdain is also completely 
explicit about the fact that his interviewees are clearly not getting anything out 
of the process, and so he is surprised that they are willing to participate at all. 
When the Laotians graciously offer him their food, he states, “This is something 
I’ve seen a fair amount of over time making this show—acts of kindness and 
generosity from strangers who have no reason at all to be nice to me. It frankly 
kicks the hell out of me.” He acknowledges that these individuals have nothing 
to gain from being on the show, and yet they still open their homes to him and 
share their food happily.

Bourdain also voices his discomfort with the fact that travel shows often 
compel American tourists to visit the places that he has exposed. After watching 
the daily parade of Buddhist monks through the town, he notes the presence of a 
few clicking cameras as an ominous foreboding for the future. He tells one of 
the locals:

If you’re from this neighborhood and lived here your whole 
life this is very much a community thing. We’re here because 
it’s beautiful and because we’re fascinated by traditional Lao 
culture. I’m afraid that sometimes because we take pleasure in 
showing people with these cameras how beautiful it is we help 
them destroy it. I hope we don’t.

In explicitly reminding his viewers that an onslaught of foreigners into this 
community ritual will indelibly change the experience, he is able to distance 
himself from the outward goal of travel shows. At the end of the show, he 
openly states, “That’s the problem with making travel television. When we
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succeed, we inspire others to travel to the places we care about. And in a sense, 
we help kill what we love.” Such reflection is rarely permitted on travel shows, 
but as self-deprecation and bluntness are markers of Bourdain’s intrigue, we see 
that his celebrity eclipses the self-serving function of such programs. This does 
not entirely excuse Bourdain’s behavior, however. Patai finds herself in a 
similar situation when she researches, as “feminists imagine that merely 
engaging in the discourse of feminism protects them from the possibility of 
exploiting other women, while their routine research practices are and continue 
to be embedded in a situation of material inequality” (Patai 139). Yet it can still 
cause viewers to think about the potential effects of their nascent travel plans to 
follow in Bourdain’s footsteps.

It is heartening to see that Bourdain and the producers of No Reservations 
are clearly aware of at least some of these ethical dilemmas, as Bourdain 
explicitly attempts to destabilize his position of power and expose the 
difficulties that he believes are present in the making of the show. Indeed, for 
anyone with the desire to travel to a foreign country and interact with indigenous 
populations, these questions of exploitation and power dynamics must be raised, 
perhaps without an easy answer. One possibility for hope is in the idea that there 
is a growing movement for sustainable gastronomic tourism, wherein travelling 
as Bourdain does can be done on a larger scale and still have the positive values 
of conservation, equity, community control, and mutual respect for the local host 
communities and the traveler (Scarpato). While tourism can be problematic, it 
can also be a viable means for gaining social and economic control, and 
improving the health of the community, if done so in a thoughtful manner. 
Further, as mentioned earlier, individual encounters between tourists and native 
populations are not always marked by the unequal power dynamic represented 
within the show, so there may be potential for positive relationship-building at 
an individual level. It is not hard to imagine a conversation within the bounds of 
travel food shows that addresses these scenarios and possibilities, and Bourdain 
seems uniquely poised to do so. Although the problems that travel show hosts 
face are complicated and weighty, Bourdain has already shown that he is willing 
to step outside of the box and actually consider some of these issues, so we can 
only hope that each of these issues continues to be brought to the surface and 
openly discussed in a way that encourages improved discourse and change.

University of Southern California Lori Kido Lopez
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Rendered Invisible: Stories of Blacks 
and Whites, Love and Death

Frank E. Dobson, Jr.
Plain View Press, 2010

In many ways, Frank Dobson’s Rendered Invisible: Stories o f Blacks and 
Whites, Love and Death takes over where Ralph Ellison’s 1952 classic Invisible 
Man left off. To my mind one of the finest novels of the 20̂ *̂  century, Invisible 
Man is both an iconic literary work and a valuable teaching tool in courses 
across the humanities curriculum. I believe this will be true also of Rendered 
Invisible: Stories o f Blacks and Whites, Love and Death if it gets the exposure 
that it deserves.

Dobson is first and foremost a brilliant writer, winner of the Zora Neale 
Huston/Bessie Head Fiction Writer’s Award, who has published not only fiction, 
but essays and poetry as well as plays, two of which have been produced.

“Rendered Invisible,” a novella, the major work in this collection takes us 
inside the black community terrorized by a serial killer 30 years ago. While most 
of us are familiar with Charles Manson (nine murders) and the Son of Sam (six 
murders), few outside the community are aware of the monstrous white 
supremacist Joseph Christopher who wanted to ignite a race war and murdered 
13 black men in the early 1980s, cutting out the hearts of two of his victims and 
stabbing three others who survived the attacks.

Dobson’s account of the events is almost impossible to put down as he 
makes the characters visible and exposes the butterfly effect as their fear 
contorts their lives. Using a collage technique, he takes us from multiple 
perspectives from barber shop conversations, to news reports, to Johnny’s story 
in which the life of one of the characters we met in the barber shop comes as 
close to spiraling out of control as does that of original Invisible Man.

Now being developed as a play, “Black Messiahs Die,” the first of the five 
bonus stories, is a gut wrenching tale of the life and death of a talented young 
basketball player murdered by the police in a case of racial profiling and 
illustrates the ambiguity inherent in sports and the hopes of young black men. In 
“Homeless M.F.” the protagonist comes close to a self destroying vengeance 
and transcends it, leaving himself still a “homeless M.F.,” but a morally 
victorious one. The other three stories are equally compelling.

Those teaching courses in race relations, the short story, black history, and 
black literature will find Rendered Invisible an invaluable text. Those simply 
looking for a good read will find it equally compelling. It will undoubtedly 
become a text in my next Short Story class.

Felicia Campbell, University of Nevada, Las Vegas
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TV Noir: The Twentieth Century
Ray Staraian 

Amazon Books, 2010

Ray Starman’s TV Noir: The Twentieth Century is clearly a labor of love 
which offers a readable and easily accessible wealth of information for both 
researchers and Noir fans. Intended for a general audience, this is not a strictly 
scholarly book but does contain a useful bibliography.

I won’t belabor the definition of Film Noir with which I am sure readers of 
this journal are familiar. What many readers may be less familiar with is the 
extent to which Noir was part of television in the Century which Starman 
refers to as “the Six Ages.”

The Early Age from 1949 to 1951 brought three categories: Police, Private 
Detectives, and Reporters. For example, Martin Kane: Private Eye, first a radio 
serial, paid homage to both Sherlock Holmes and Sam Spade and lasted from 
1949 to 1954, the major character being played first by William Gargon, then 
Lloyd Nolan, followed by Mark Stevens, and finally Gargon again in a 
syndicated series The New Adventures o f Martin Kane set in London and Paris 
atmospherically suited to noir.

The Golden Age (1952-1961) added Spies to its categories with /  Led 
Three Lives, and saw police shows dominating the air such as Dragnet, The 
Lineup, The Naked City, the Untouchables, and M  Squad. In the Post-Golden 
Age (1962-71), Starman adds Westerns, Science Fiction, and War to his 
categories. Few of the shows in this period lasted more than a season, none more 
than three.

In The Controversial Age, the categories drop back to two—Police and 
Private Detective, with Private Detectives outnumbering Police seven to four, 
featuring such heavy weights as Philip Marlowe, Mike Hammer's Mickey 
Spillane, and Spencer for Hire.

Starman concludes with The Comfortable Age (1987-1999), it has nine in 
the Police category including Twin Peaks and NYPD Blue. The sole entry in 
Science Fiction is TheX-Files.

Throughout he adds interesting details about production, casting, and 
popularity. Concluding, he discusses how far noir has come from Bogie and 
Bacall. Referring to TheX-Files he writes, “The threats to Mulder and Scully are 
external and internal. Threats from a million miles away and threats from the 
interior of their own beings. The condition remains the same. The perfectibility 
of man/woman has not been reached. We don’t live in the ideal. We live in the 
world of noir, existential, hard and a mix that makes us human and at least lets 
us sometimes appreciate the good that often occurs.”

Felicia Campbell, University of Nevada, Las Vegas
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African American Actresses: 
The Struggle for Visibility

Charlene Regester 
Indiana University Press, 2010

African American Actresses: The Struggle for Visibility by Charlene 
Regester focuses on the lives and careers of nine black female actresses of note, 
from Sul-Te-Wan of The Birth o f a Nation to Dorothy Dandridge of Porgy and 
Bess fame. Regester’s study closely examines not only the lives and careers of 
these African American actresses, but also examines how the American media— 
both mainstream and African American—addressed the roles, private lives, and 
controversies these surrounding these women. Within the introduction, Regester 
discusses the multiple challenges facing African American actresses during the 
first half of the 20̂  ̂century, as well as the reasons for studying these particular 
nine actresses within the study. Additionally, she discusses the concepts of 
“Other” and “shadow” with respect to the marginalization these women 
experienced and against which they fought throughout their lives and careers.

In a roughly chronological study, Regester begins with Madame Sul-Te- 
Wan, the actress whose first screen role was in D.W. Griffith’s The Birth o f a 
Nation. Regester’s discussion of the career of Sul-Te-Wan, illustrates how, in 
spite of her “invisibility” in films such as The Birth o f a Nation and King Kong, 
Sul-Te-Wan was able to negate the invisibility of her subservient roles, by 
making herself “visible” through her talent, thus sustaining a long career. The 
chapter on Nina Mae McKinney, the first black actress to have a leading role in 
a mainstream film, the all-black cast film. Hallelujah (1929) discusses how 
McKinney, like several actresses in this study, began her career as a stage 
performer, in this case, a dancer. Regester also discusses the racism which 
McKinney experienced during the filming of Hallelujah, the role for which she 
is best known. Within this chapter, Regester also shows how McKinney, like 
several of the actresses in this study, was frustrated by Hollywood’s racism and 
died in relative obscurity. The chapter on Louise Beavers, subtitled “Negotiating 
Racial Difference,” discusses the actress most famous for her role as Delilah in 
Imitation o f Life (1934), in which she essentially plays a “mammy.” However, 
Regester contends, in spite of this and other stereotypical roles, Beavers 
publically resisted “the subservience she endured on screen” (102) and “used her 
acting talent to lessen the marginalization that came with her screen roles” 
(106). In the chapter devoted to career and life of Fredi Washington, whose most 
notable role was as Pecola, the daughter of Delilah in Imitation o f Life, Regester 
examines the life of a black actress who was able to successfully negotiate the 
“masquerades and masks” of Hollywood. As a “white mulatto,” Washington 
could pass for white; indeed, with respect to her physiology, Washington “wore
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a mask of whiteness.” However, as Regester’s analysis shows, Washington 
asserted her blackness through activism, particularly in the years following the 
filming of Imitation o f Life.

A central theme of the study is that while these African American actresses 
of the pre-civil rights era were often (or, perhaps invariably) cast as the Other, 
they were able, through their talent and tenacity, to transcend the subservient 
film roles they were given. That is particularly true in the case of Oscar-winner 
Hattie McDaniel, whose career Regester considers in a chapter entitled, 
“Centering the Margin.” In examining Hattie McDaniel’s powerful performance 
in Gone with the Wind {\92>9), Regester discusses the ironic reception of the film 
and its black stars, McDaniel and Butterfly McQueen, within the black 
community and black press. While the African American community praised 
McDaniel for her performance and deserved accolades, it condemned her (and 
the film) for the image her character projected. Yet, as Regester notes, 
McDaniel’s performance as Mammy elevated the role beyond stereotype and 
caricature. In fact, she stole scenes from the white stars of the film; however, for 
this and other such roles she played throughout her career, McDaniel endured 
criticism and ostracism, ironically, by those who acknowledged the historical 
significance of her accomplishments. The study’s appraisal of the legendary 
Lena Home examines her as a “new representative type of black actress,” 
compared to the physiological type to which actresses such as Hattie McDaniel 
and Louise Beavers belonged. However, Hollywood was no less racist or sexist 
toward Home; rather, the film industry objectified and attempted to neutralize 
Home. However, as Regester details. Home resisted objectification and became 
an outspoken activist. Regester’s study of the entertainer and actress Hazel Scott 
centers on the ways in which Scott “resisted Othering” and was therefore 
marginalized by the entertainment industry. Regester discusses Scott’s 
appearances in a number of films, pointing out her militant refusal to be 
portrayed in a derogatory light, such as wearing an apron or a handkerchief 
around her head. In the chapter devoted to the actress Ethel Waters, Regester 
focuses on Waters’s role as Berenice, the black domestic and matriarchal figure 
in the film. The Member o f the Wedding (1952). Regester analyzes how 
Waters’s performance in this role parallels the actress’s off-screen life, during 
which Waters personified the racial “Other.” In examining Waters’s lengthy 
career, Regester illustrates how Waters capitulated to Hollywood’s demands, 
playing the stereotypical “mammy,” even in a role such as that of Dicey {Pinky, 
1949), for which she received an Oscar nomination. Regester’s discussion of the 
life and career of Dorothy Dandridge positions the actress as a transitional figure 
in the history of American cinema, observing that her rise occurred at the 
beginning of the civil rights and women’s movements. Looking at Dandridge’s 
performances in such films as Bright Road, Carmen Jones, and Porgy and Bess, 
Regester critiques Hollywood’s commodification of her as an object of the male 
gaze, particularly the white male. Regester argues that Dandridge, who became
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Hollywood’s “dark star,” by virtue of her talent and leading roles, eventually 
internalized the industry’s image of herself, which ultimately led to her 
victimization.

This is an important historical film study, one which draws attention to the 
struggles and contributions of pioneering African American actresses. 
Examining the film roles and the industry’s positioning (and invariable 
marginalizing) of these immensely talented women, Regester also documents 
their resistance, as well as the consequences of that resistance upon their careers. 
Her study will serve as an invaluable resource for one who wishes to gain 
knowledge and insight into the careers and lives of black actresses from the turn 
of the 20̂  ̂century to the civil rights era.

Frank E. Dobson, Jr., Independent Scholar

Star Trek as Myth
Edited by Matthew William Kapell 

MacF arland, 2010

The problem with parsing American symbolism and archetype in terms of 
modem content is an understood lack of respect for storytelling via modem 
technology. Although television serials have acquired some legitimacy in this 
area, they suffer from an in-bred cousin view in relation to traditional story 
telling formats. Mainstream serials still have to overcome the criticism that they 
are superficial descendents of the classic mythologies that spawned them. The 
book Star Trek as Myth, (edited by Matthew Wilhelm Kapell) defends the 
notion that television serials and this series in particular are good enough to take 
seriously in a philosophical and academic sense.

Star Trek as Myth is a collection of serious and entertaining essays that 
assess Star Trek in all its iterations. This collection, which includes analysis of 
the successes and failures of American frontier ideology and individualism, 
resuscitates the discussion about the sources and results of the American dream. 
It does so by viewing the whole culture through the landscape created by Gene 
Roddenberry.

According to these texts, by creating a fictional universe with an unending 
and largely unexplored landscape Star Trek reinvigorates discussions of real 
world social conflicts. Authors here note the unusual collection of archetypal 
characters, cultures, and conundmms that are clearly reflections of an American 
notion of empire. These essays also remind us of Star Trek's connection to, and 
recovery of the classic hero. They in fact insist that Star Trek celebrates the 
value of the epic journey because it sets up a wholly imaginary landscape. The 
new turf offers possibilities for discussion not available if the talk was limited to
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real world settings. Old topics are new in this collection. All the social ills: 
racism, sexism, genocide, to name a few, can all be examined with a clear eye 
because Star Trek infiltrates the arguments with Bajorans and Cardassians 
committing World War II crimes on their planets. Klingons and Federation 
explorers can stand in for Soviet and American combatants. Seven of Nine and 
Data offer opportunities to discuss what it means to be human.

This collection treats the original Star Trek series and its descendents as 
reasons to hold serious discussions about decency, to critique the shape 
American dream has taken, and to track its inspirations. It also allows a fresh 
view into cultural subjects one would think we were finished discussing. This 
collection points out that by creating a universe where the disasters of the 
modem age are resolved, Roddenberry helps reshape discussions of the political 
conflicts that are still wreaking havoc in American culture. What is unsolvable 
in the real world becomes an answered question in Star Trek, which allows the 
freedom to search for the tme meaning of being decent, within the confines of 
American political, religious, and social ideology.

This book presents an academic approach to Star Trek, but it is not a dry 
read. Vulcans are presented as representatives of religious archetypes. Seven of 
Nine is presented as critical to the discussion of androgyny and latent sexual 
discrimination. The Prime Directive is used to question who is watching the 
watchers. All these Star Trek specifics allow for the kind of fun that is often 
missing from traditional criticism. The characters, cultures, and places used as 
text in these papers are still new and vivid to those who would read this work. 
Star Trek is an essential entertaining moment to most of us in America. Even 
those who do not dress up and attend conventions can use it to join in 
discussions with serious academicians to enter into the discussion and this book 
takes advantage of the possibility.

Kim Idol, University of Nevada, Las Vegas
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Our apologies for the following errors which are entirely our responsibility 
and for which we can offer no excuse. Our faces are very red.

Table of Contents:
Molly O’Donnell, not Mary O’Donnell, is the author of “Mary Russell’s 

Bleak House: Reforming Victorian Ideology in Detective Fiction.”
Omit Momyer from the title of article “Genre, Identity, and Ethnic 

Representation in Taratino’s Kill Bill.”

Page 3, line 14: Mary should be Molly.

Page 25: Mary O’Donnell should read Molly O’Donnell.

Page 83-90: Momyer should be omitted from title headings.
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