


The Channel

MCGILL UNIVERSITY
Montréal, Canada



The Channel
The Department of English Undergraduate Journal

McGill University
Volume?
2013-2014

Coordinating Editor
ScottLeydon

fi??rl?if};J?Jst?,????:J?[?ea?:s:,r1?et of English Undergraduate Journal,

?i???:l ;?ttt???n??f:%:???-on, and material© by the Editorial Board of The

Board of Editors
Claire Bourdin

Sasha Crawford-Holland
Elizabeth Deblock
Emma Fiske-Dobell
Christopher Greba
Ralph Haddad
Fedor Karmanov
Penelope Kerr
ScottLeydon
Sophia Ma
David Mcleod
ClaraNizard
Ben PoirierJÇ?;?=??:?i?:t? =?iâ!???

journal of McGill University with literary submissions

PrintedandboundinCanadabyRubiksPrinting.

?/??l?lt??!1l?tr????t?;f?1Y{???fügfü;::r
;:?i??f?Ï!??{?fû?:??,??7.?î!iS?cf?;?f???,mii?!::S???o?t?::bllng
Coverartby oahTavlin.

Artwork
Noah Tavlin



Editor's Note
The six essays featured in this volwne collectively demonstrate the amaz-
ing depth and breadth of work being done by undergraduate scholars in
the Department of ·English at McGill. From seventeenth-century Span-
ish plays to nineteenth-century epic satires, from twentieth-century Ca-
nadian and Irish poetry to contemporary North American queer theatre,
from English Renaissance drama to postsecular Two-Spirit performance
and French and Danish avant-garde dance, the works under consider-
ation in these essays signal the wide range of artistic practices and cultural
phenomena that are being marshalled into relevant social, political, and
theoretical conversations through the kinds of close, careful analyses
continuously being performed by the Department of English's under-
graduate student body. In this volume we have collected the cream of the
crop of this year's work, a diverse selection of writings that are sure to
appeal to anyone with an interest in literature, in cultural studies and criti-
cal theory, or in drama, theatre, dance, and performance studies. Enjoy.

ScottLrydon
Coordinating Editor
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New Immaterialtties
The Body and Post-Human Performance

By Carolyn Bailey

"Danceexistsataperpetualvanishingpoint. [ ...Jltisaneventthat
disappearsintheveryactofmaterializing."

-Marcia B. Siegel, At the VanishingPoint(1968)

T:;e::?:?n:??re::;e;:es??:t;::r;?::ru::n:e ::?y':e;:1:?:?:r::?
mance and the choreographic process at the vanishing point of corporeal im-

mediacy. Through technological intervention, the body is no longer called upon

for its material presence or gestural abilities, but rather as an afterthought to the

construction of images. Moving towards a more post-human subjectivity, chore-

ography's role is both opened up and challenged by using materials that no longer

require bodily movement as the performance's locus.
The use of technology to create virtual and immersive environments in

dance performances works to change how the body is objectified by working

against how the body is conceived and theorized in relation to movement. What

does a post-human choreography look like, and how can it address the role of

materials, objects and processes that work on the body itself? Three particular case

studies offer exceptional opportunity to explore and critique the dematerialization

of the human body through technological apparatus. The Artificial Nature Project

(2013) by Mette Ingvartsen, Merce Cunningham's Beach Birds for Camera (1991),

and Enfant (2011) by Boris Charmatz share a common thread of anxiety about

the relationship between movement and stasis, especially in relation to the absent

presence of the human body. While Ingvartsen's choreographic proposition works

with a more literal approach to the ephemeral, the physicality of both Cunning-

ham's and Charmatz's choreography also play with the consequences of nature's

infringement on mediating bodily movement through either technological
appa-

ratuses or pushing the threshold of the body itself. The Artificial Nature Project

stages itself as a performance of the incorporeal, where a materiality other than

human flesh comes to the forefront. While Ingvartsen utilizes both non-human
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and h?man ?erformers, the choreography itself hinges on the interactive play of
materials, Objects, and forces. Creating an atmosphere rather than a vocabulary

t@;?Jt?l'.???itÈiîI?J;?ffti???ltitt??J
plicate_d directly in the events unfolding onstage and their "engagement with the

;r;;:?:;s?iv:?ed::,;??:?::?·:?eo:c?::::; :? :::?·:?:?:;i!a?;e:?:•;;
choreographic system than any significant gestures from the dancers themselves.

I?. reframing performance through technology, Ingvartsen's choreographic

stage per£ rmance.
s the dnvrng force behind evaluating the effectiveness of a
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it with virtuosity (146), there is still an assumption that gesture of any kind is

predicated on seamlessly following a prescribed series of movements.
As they are no longer the choreographic focal point, any kind of embodied

transfiguration being achieved by the performers no longer constitutes the 'es-
sence' of the performance. Ingvartsen has explicitly stated her intention to use
the body more as a conduit than as a distinct, autonomous entity in The Aitifi.cial
Nature Project, with most of the emphasis being put on matter over physicality:

A body understood in these terms is nota body of human flesh, but
ratheranorganizationofelementsthatalloperateinordertomakea
situation function. Bymakingachoreographyformaterials, operated
partly by humans, partlybymachinesandpartlybythemindsofthe
spectators,thenotionsofhumanbeingsbeingatthecenterofallac-
tion,activityandagencyisputinquestion(lngvartsen 1-2).

Thus, within the confines of The Artifi.cial Nature Project any question of
how dance intercedes with technology becomes further complicated with the rela-

tion of autonomy and intimacy. Is a post-human choreography autonomous in the
sense that it becomes freed from desire, outside influence and any evocation of

external human authority by dematerializing the body to such an extent? With this

proposition, Ingvartsen seems to be suggesting that what is seen as a constraint

can also be enabling when restricting the role of human agency.
Alternately, a more post-human understanding of the body's role onstage

is further established by the lack of archival trace. Contingent on what Rebecca
Schneider refers to as "the positioning of performance in archival culture", image-

driven performance is defined by its notion of material trace and the ability to

produce concrete documentation of a performance, an issue which she refers as

being "necessarily imbricated, chiasmically, within the live body" ( chneider 65). If
the criteria for live performance hinges on reading, interpreting and legibly record-

ing the gesture and presence of bodies, any move away from a phenomenological
approach to choreography either complicates or completely negates the archival

process. Because of this, The Artifi.cial Nature Project functions as a more post-

human exploration of movement rather than a dance performance, as it refu es to

operate as its own material trace. Yet while Ingvartsen's privileging of ephemeral

forces or matter over corporeality refutes much of what Schneider refers to as the

"logicof thearchive",itparadoxicallyservesaspureperformance,asitfunctions
as"acreationsubservienttoadisappearanceunderstoodasloss, 'destruction,'and
'darkness"' (Schneider66-67).

In contrast, the performance of Merce Cunningham's Beach Birds for Cam-

era (1991), adapted for film act as a never-ending archival loop, albeit one that

directly embodies the incipient ten ion between human agency and technological

intervention. While Cunningham wa prone to using the physicality of his dancers
asameansofexpressingspatialtemporalit:yoveranyovertlysymbolicorconcep-
tual framing of movement, the performance itself comes across as a bare form of
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kinesthetic repetition rather than an exercise in duration captured on film. His use
?f the body ?s a ?anvas of flesh subject only to the pull of time and gravity codifies

??:::::::::gp?:?;;::?:?;:::v:t!!i!;;h?h:e:::uf?r?:Pt?c?::c::::;::':
kind of living tabula rasa. With Beach Birds for Camera, Cunningham may have
?dopted a more fluid rendering of kinesthetic movement, yet the performance

:??: ?::d:;0:::r:.
post-human choreography than as ah ode to man's synchro-

fs??i???1ff1t?I?t?f?1\:f}???f;/?:???t?f11
involves two kin?s of bodies; not only that of the performer, but also the spectator

Ptforman?/iather, ??:ni?)::::!,!'::;:i:?i;;;;?i:;:f??: ??:::;:?:?::
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and mobility in Beach Birds for Camera, which causes the performance to lack co-
herency within the intended framework of representation. This chimera-like effect
renders the bodies enacting Cunningham's choreography into something sterile,
something beyond human or animal. By negotiating an alternate configuration of
cinematic pleasure that deviates from the hegemony of the cultural archive only
in order to reiterate it, Beach Birds for Camera takes itself beyond the limits of
what is human.

Completing the constellation of post-human movement propositions, Boris
Charmatz's Enfant (2011) utilizes the temporal threshold of childhood to tran-
scend choreographic conventions. Pushing itself past the limits of what is con-
sidered to be appropriate representationally, Enfant employs child performers in a
controversial manner that further negates the idea of human agency being central
to performance. Using the children's bodies as living choreographic objects, Char-
matz infuses the darkened stage with a macabre sense of post-human, affective ca-
tastrophe. Positioning the objectification of their bodies as inherent, the violence
hinted at onstage doubles as the affective violence wrought on the spectators while
the movements of the adult dancers gesture darkly at child abuse and pedophilia.
The dual identification experienced when watching these sado-masochistic dynam-
ics play out onstage is further complicated by providing a clear confrontation of
adult-child power dynamics and the inherent fragility in negotiating the complexi-
ties of protection and harm, not only in a more literal, physical sense but also in an

emotional sense. Hegemonic norms of how bodies at differing stages of develop-
ment are to be ordered and treated are disrupted, leading to a perversion of both
spectatorship and participation.

In Anti-Oedipus, their critique of psychoanalytic ideology, Gilles Deleuze and
Félix Guattari conceive of the Oedipus complex and the venue of Greek tragedy
as a substitution for the cinematic apparatus, noting that incest has the potential
to become the 'excessive force' that functions as a sterilizing mechanism. Much in

the same way that Lyotard's conception of the 'sterile excesses' of acinema can be
applied to the filmed performance of Beach Birds for Camera, the more concrete
synthesis of the role desire plays in manufacturing 'perverse' modes of viewing
can be used to extrapolate much of Enfant's darkness. Charmatz puts forward
a proposition of uniform terror arising from an excess of kinesthetic care, and
there's an indeterminate amount of force coming out of both human-to-human
and human/machine interaction. The giant crane-like machine that hoists two
dancersbeforeabruptlydepositingthemonthefloorof thestageduringtheinitial
part of the performance works well to underscore the precarity of Charmatz's
choreography, where these mechanical interventions function as machines of de-

sire for physical harm. For Deleuze and Guattari, perversion occurs as a result
of an excess of libidinal desires. This notion of "excess" generated through the
untrammeled libido elucidates the problems with limiting the idea of perversion to
one singular meaning or dialectic. Images, produced by the 'desiring machines' of
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the technological or cinematic apparatus, cep into our unconscious mind, going
beyond their surface signification and their ability to be understood and orderel
by the viewer with multiple layers of insinuations. However, these "machines o
desire" are repre sed by a kind of revulsion towards reading Enfant with a p eu

do-psychoanalytic Freudian Iiteraliry, further displacing the dancer' autonomou
agency into omething beyond the thre hold of humanity, o that the stage "cea e

to be what it is - a factory, a workshop - to become a theatre, a cene and its raging
... the da ical theatre of representation" (Deleuze and Guattari 55-57).

The mo t troubling implication about watching Enfant is an almo t incipi-
ent wish on the part of the pectator to ce a more concrete actualization of the
sini ter implication of Charmatz' handling of the children, a desire that trans ·

gre es the imagined limit of p rver ion: to gaze, to objectif), to fully experience
the affects contained in the circulation of image. There i an almost compul ive
need to both indulge and exploit the e image of phy ical exce for political pur-
poses. Enfant, in a en e, act as both a threat and a diver ion from the hegemonic

??:::.'i:1:::t:dan::??;i ;o::i!J?;,·?:???:??::::r::;\;:n;:n:0o??s?;:;
to a simple act of transgressing convention or superficial defiance of the nuclear
family, or dominant cultural paradigms such as psychoanalysi or compulsory her-
eronormativity (55-57).

By working against the limits of what can be taxonomically categorized as

'human', all three performances-Ingvartsen's The A.rtificial ature Project, Cun-
ningham's Beach Birds for Camera, and Charmatz's Enfant-have a shared com-
monality of only calling upon the human body for its ability to be dematerialized,

::::n?:!::d,:?:??:??:: :.::: ;;,??;:?:c?\:n;,:;;e???\?:i::;?:; ::e ?;
technology or to bodily dematerialization, all three choreographies propose newpotentialities for embodied performance, where gesture is no longer the penulti-mate expression of a choreographic score, or even choreographic intention. In this

;?;::::::;:?;??:;?·::?::?:;:1:;:e;1·:?;:,;:?:?::E:ii{:1?!
:::!!e?1:;::::,:: !::v;:?::;?::::!;?;Po:te the performing body, one that
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Right-Now Reason
Time, Damnation, and Free Will in the.

Don Juan Tradition
by Joseph Kidney

0 ?v?/?? ;:::?;:1;,:g;;?a:l??!:?:,t;:e?:???w:;tir ::-::?::::?
better than the Earl of Rochester. But for all his projected joviality, Rochester's way

of life and his deep distrust of anything conventional stems from a philosophical

belief in nothingness as the pre-existing condition and inevitable end of all life

and matter. This conception of life as a brief appearance of animated form after

and before two great voids is reflected in the way Rochester experiences time: as

a substantial present in between the unknowable and effectively non-existent past

and future. With this belief, Rochester is able to dismiss ideas of loyalty, constancy,

remorse, hope, and knowledge, all of which require faculties of either reflection

or prediction. But Rochester's own inability to live up to his own standard of

pure hedonism, an inability evinced nowhere better than in his deathbed
conver-

sion, prevents us from using his life and work as a means of examining the real

implications of his philosophy. Such an examination is only made possible by con-

sidering the figure of Don Juan, who is the dramatic manifestation of the kind

of hedonistic philosophy espoused by Rochester. Although Rochester might be

the embodiment of his age, Don Juan, as Kierkegaard rightly points out, is
the

very embodiment of the present instant, in all its blind and impulsive movement

forward. But although Don Juan's status as time-present incarnate allows us to see

the libertine philosophy of action in action, it has made it difficult for dramatists

to explain the beginning and end of Don Juan himself. I will consider three
ver-

sions of Don Juan from Rochester's own century (Tirso de Molina's El
Burlador

de Sevilla, Molière's Dom juan, and Thomas Shadwell's The Libertine), and
three

from the following three centuries (Mozart and Da Ponte's Don Giovanni, Byron's

Don Juan, and the "Don Juan in Hell" segment of Shaw's Man and Superman)
to

show how Don Juan's hedonistic supremacy, made possible by his embodiment of

the present, forces his dramatists to begin his story in medias res and to end
it with

a deus ex machina. Only Byron insists on giving his Juan an origin story, and
that is
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?nly poss_ible becaus_e h?s version of Don Juan is a parody. By making his DonJuan
begi? with the begm_mng" (1.50), Byron humanizes his protagonist to the extent
?hat, like Rochester, his broader awareness of time disqualifies him from the moral
innocence of the authentic Don Juan figure.

Before establishing the nature of Rochester's philosophical beliefs, it is im-
portant to address the problem of taking a poet of such theatrical flourish at face

:t??1:k?;?::s:rt:d::t;::::;?:::;?; ?e:;:gs?:?:?·L:b;::!e1::1c'..:;
lyes in these libels came often in as ornaments that could not be spared with-
out spoiling the beauty of the Poem" (31), meaning that an attempt to delineate
?ochester's system of belief through his poetry must acknowledge that any daring

of which surel! influenced each other. I will therefore accept the poems as separate

:i?:e:??:?:::li:s::?t:e?sions of the same theatrical character, deeming their incon-

less by rational integri;:a:s t:?:ta:; ?:;:?;: :e?!??::?e?::?.
system governed

are least unsafe and be?" 36
true and ?alse (32), when reduced to thee,

\???f;t}§i;Iti\ff{11fJ??J[fiiJ[?§{J
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philosophical wotldview. Rochester hints at this solidification of nothing when he
says how it masquerades as "stately something" (42) in the minds of politicians.
But in this poem from which the first-person pronoun is unusually absent, Roch-
ester does not explicitly state how this belief in nothing, as perhaps his version of
Faust's nameless Allumfasser, might inform his own way of living or moral code.
Indeed, he ends the poem by saying how all must "in thee ever end," (51) ascribing
the eternal quality of ever to nothingness, while writing elsewhere in a translation
of Seneca's Troas that "Impartial death confounds body and soul," (12) thereby
divesting the soul of any posthumous resilience and precluding any notion of
salvation or resurrection. While in some ways resembling the Epicurean rebuttal
of Aristotle's horror vacui, Rochester's attempted refutation of Christian theology
carries a greater moral danger. His belief in nothingness as the prevailing condition
of the world is more a dismissal of other principles than any real assertion of his
own. The moral implications and exigencies that follow can only be made clear by
examining the way in which this worldview influences a fundamentally libertine
conception of time.

The idea of life as a phenomenon bracketed by nothingness is reflected in
the way that Rochester experiences time and in his preference for a philosophy of
action over one of contemplation. He sees time as a compressed version of the
life that is a material interim in between two voids, as within that life the present
instant is the only knowable portion of time in between the forgotten past and the
unforeseeable future, the regrets and consequences of which do not impinge upon
the immediate moment. He writes in "Love and Life" that ''What ever is to come
is not: / How can it then be mine? / The present moment's all my lot," (6-8) em-
phasizing that anything that he cannot possess does not exist, while suggesting that
whatever exists exists only for him to possess. No matter how powerful a man be-

comes, his power is only applicable to the present moment, meaning that all people
in the context of the vast majority of time are effectively impotent. Consequently,
Rochester tries to contravene this impotence by asserting the exclusive existence
of the present moment. He expounds a philosophy of action that is born out of
his derision for the man who thinks "he's the image of the infinite, / Comparing
his short life, void of all rest, / To the eternal and the ever blest," ("Satire Against
Reason" 77-9) implying a direct link between his belief in the exclusive claim of
nothingness to eternity and his dictum that "thoughts are given for action's govern-

ment, IWhere action ceases, thought's impertinent" (94-5). Rochester's belief that
reason should be involved not in the question of should I?, but rather how will I?,
is what he calls "right reason" (99), but it might as well be called right-now reason

because it is a direct extension of the compressed nihilistic conception of life that
forms Rochester's hedonistic consideration of experienced time.

Against the background of this continuous present Rochester seeks to find
a means of achieving progress in a temporal condition that is static. He writes in
''Against Constancy,"
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Letdullerfoolsonwhomkindchance
Someeasyhearthaththrown,
Sincetheynohighercanadvance,
Bekindtoonealone.(5-8)

He suggests that he is unlike the dull fools because he can find advancement
through t?e con?uest and disposal of multiple women. But this is challenged in

th? poem_s final lines when he writes, " s each kind night returns; / I'll change a

?stress till I'm dead, I And fate change me to worms" (17-20). The undercutting
1?terplay between the ideas of return and change challenges the speaker's claim to

??!?::s:::•:t:::n?:?h???; ::::: !:?::?::?!:?:;o:r::?: s?::?::o::::
that th? on?y real and singular change occurs when life is changed into death, or
something is reverted back to nothingness. In Rochester's terms, death might be
::?n??e?:)?:?dr?? ?t::1:???;:f?::si::?:::::e?::!:::?s?:?:i1?0!:i?,??
believes the present is the only portion of time that man can control he is also

§t({:{fJ???[JI?\ii?;?\?:£;???'.i{fiI;t?it.?i?ifË
Sduch contradictio?:?::;::t ::t ?:???::::sd::0::t;?: ::?:::?:n:: !0t:e::?
?::s ?eo?:ol????:t?sew?ere. But because there is s?mething fundamentally inh;-
;ho?e life resembles !:r:::ti?:;:; ?:;::?;?::u=?n;;: ;?;cr:,e:::::0;.??'.

1/ittlif{f?lt{Jt?i1?;??i??If??:IfIi???!
ester might call the ideal lib

t?e fu? ?oral and literary implications of what Roch-

???????1:???????if??:;:1??\???t??{??i??
?? ::::::ti::l?;:l:topounded by R?:?:.??:?;t?:?;?!:trio:';?:?'.?!:;::
:n?c:b?:r?c f;???::±?::?e?::!,?:??e::?f:;:::?;?:;;?:iI?i??}
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in Either/Or, writes of Don Juan that "his life is the sum of repellent moments
which have no coherence, his life as moment is the sum of the moments, a the

sum of the moments is the moment" (78); or, in other words, anything apart from
the present tense is alien to him. It is only natural, therefore, that the proper forma-
tion of the Don Juan figure cannot be explained, nor can his ending be anything
but an intervention, rather than a natural conclusion. It follow that, tradition-

ally, the Don Juan legend, as written originally by Tirso de Iolina, and then in

Molière's, Shadwell's, and Da Ponte's version, must begin in medias res and end
with a deus ex machina. In Molière's version, Sganerelle asks his master, "Did you
come into being just like that? Didn't your father have to get your mother with
child to make you?" (62); and we might see resemblances to Don Juan in Iilton'

Satan, the equally villainous antihero of Paradise Lost, who pronounces ''\X'e know
no time when we were not as now; / Know none before us, self-begot, self-rais'd"
(5.859-60). Don Juan, just as proud, can have no conceivable creation because an)
educational process would require reflection and improvement, activitie that are

incompatible with the figure who is the living, breathing assertion of I am! I am!

;:f?1/:füffi???s§g???¥i;t?Ifü????Jl?r;?
who is always beginning an endeavour, rather than one who reflects on the pa t

or looks too far forward into the future. The representative image of his dri\·ing
force is Da Ponte's Don Giovanni at the banquet yelling out " ext course!" (130),
and although each play's starting point is carefully con tructed for the sake ?f ?he

?:;,??:i:?IJt?1:::?::·:???:3?:;;::?::EI?:????fi t:?l?;r::??
says, "I will go on, / Till I have surfeited on all delights" (4.4.92-3), the Don J_uan

?:si:n?;·?: ;::::?::. ?:!::: ::;;rr;?;i?;?o•;:::.a:::!:ti:n°:o,::?dfa::?::
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?:; ?::?:??·:?::?· ;:r:\!ha::?}, ?on John defies the Statue by saying, "Tod
represents both the past an? fhe futu;

.2.1
?
6). Th? deus ex :11achi.na of the Statu

of the Don Juan figure, as the tatue
e;;hic? are mcompatt?le with the mennh

violently yank Don Juan into h .
bo?ies a.former cnme that has comern

John defies this cooperative e: ?l;:::?fe.,
It is entirely fitting that Shadwe?'s D,

life is nothing but instants.
g by the past and the future by assertingu,

figure :?::ge:????:tt :? ?::?ulsive.
dissatisfaction, the. state of the Don Juan

:?c:?i?:::?:??
While ?on 1J!e:;e ;::::?l?s;o??:?:;;,s?::io:; :;e?

loss). He clones the figure of Do?ned
fas.hio? (which is. both his and his play1

?i?:s?:.; ?::;d;r ?
make them s!:!n?: ?;?r?::?::?;s0?::?;:::: :::

less of a real Do? J:ano???::, s?:::?s Don J?hn. unexceptional and therefore

!2???iHf??'.?;;;;;s?;!iili??i??t?t;f?}î?!!
the wa;:1:???;;,e:?s.?be?:e; expound a ?:?!:e? ?;::{:?:::?:?;;?:::?re,

?::i?::??irp:;:?e;:':?:?::?:f.}?:??:::::;?l::?:!:u!?/1;;; ;;:r:i;
g?ns with Sganarelle speaking for bon Ju

the middle of a conquest, Molière's ?e-
his play by speaking for himself. Ri h

an, but only Shadwell's Don John begins
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Dona Elvira's image quite out of my heart" (36), as he is only free in the matter of

acknowledging the commanding force within him. ln this, his free will seems more

like a ceremonial surrender, an admission after the fact, perhaps because he enjoys

the erotic acquisitions to which his inborn nature leads him, although this enjoy-

ment only means that he condones the sin without fully committing it (in delibera-
tion as in deed), and perhaps this is its own fault, but surely one of a lesser nature.
We give leniency to crimes committed by those who are not psychologically in full

control of themselves, and Don Juan's escapades might crudely be seen as invol-

untary reflexes of a body not so much governed as commanded by its irrepressible
passions. Tirso's Don Juan says to his companion Catalinon, "I'm dying with love

for her. I must enjoy her tonight" (14), and it is this must, the utter compulsion
to action, that characterizes Don Juan rather than any thought-out and articulated
doctrine. Ignorant of the time past and the time to come, his great active feats are
the result of a willing submission to an inner drive; as he says in Molière's version,
"so we slumber on" (37). There is, again, something childish in the impetuosity of
Don Juan, and few of his exploits are significantly different from the first physical

appearance of Don Juan in Byron's poem, as the narrator recalls how "little Juan
o'er me threw, down stairs, / pail of housemaid's water unawares" (1.191-2). The
Don Juan figure spends the rest of his life reenacting this event in one form or

another, as he goes about emptying fluids from his container, unaware of the grief
he may be bringing to others. At the risk of joining the ranks of those deceived
by Don Juan, it is perhaps possible to give him general credence when he says, in

Tirso, to Batricio, "Forgive my error and ignorance," (32) as he is less a figure of
malice than one of spectacular accident.

Of course, this is not to clear Don Juan of total responsibility for his actions,
even simply because he seems to endorse his transgressions, compulsive as they

may be. But perhaps this is beside the point, since Don Juan prides himself on
being "the man whose greatest pleasure is to play a woman for a fool and abscond
with her honor" (Tirso 24). In the true spirit of Rochester, it would be fitting to
see whether Donjuan is admirable on his own terms, as Rochester ends his" at-

ire on Reason and Mankind" by saying that "all the subject matter of debate, / Is
only who's a knave of the first rate" (172-3). Don Juan's obsession with quantity
has much to do with an attempted indulgence in the range of earthly pleasures.
Shadwell's Don Juan even says, "I hate to commit the same dull sin over and over

?E??:?;£;J:;?:::I:?;1::rr;.;f:::::::::??:?E:f-!:
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repetition. Leporello informs Elvira, "you neither are, nor were, nor will be the



Kidney

first ?r the last," (Da Ponte 110) because for Don Giovanni these descriptors artmearungless and each woman is merely another. Shadwell for all his lack of nL1.
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;h
ust,tnd ?o such a one a bellyful's a bellyful, and there's an end on't" (4.2.133-4

the\?:?::?:a?tys:;:e:?:;,:e:et:0:?eo??::;::e;g:?:::p?:::?;, :;:eat:1ng the_ same thing for lunch as one might for breakfast.
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indicates any closer proximity to an end than any other and therefore no

mnmation

oftheendcancompelhimtoreform.
The original Don Juan, Tirso's, makes his unawareness of time's fl?w cl?ar

in his recurring motto "Plenty of time for that" (7), with the word plenty implying

more than enough or excess. The word reappears when Leporello hopes that he

will be afforded a scrap fallen off the table of Don Giovanni's impending sexu_al

feast, as he says at Zerlina's wedding, "There should be_ something _for m?' t?o in

this plenty" (110), as though plenty were enough to satisfy Do? G10vanru s 1?sa-
tiability and leave extra for Leporello's scavenging. Don Juan's view that there ?s

a

plenitude of time precludes any urgency to repent, and the ability to do anything
and everything results in a sort of optional paralysis, because if something can be
done at any moment as pressingly as any other there is no extra incentive to ever
do it and it never gets done. This harkens back to the paradox discussed above, of
continuous variation being static in its consistency of change, or to the paradox
of the preacher: that there is a time for everything, yet nothing new under the sun.

The divine, or demonic, intervention of the statue seems absurd in itself, but
insofar as the story needs to conclude, insofar as the audience needs to get home,
and insofar as the anti-natural moral standards of the day must be allowed victory
over a natural force that is apolitical and therefore more enduring than them, the
deus ex machina is as good as any other way to enact a defeat of Don Juan. The
justification that is given for this retribution, however, is unconvincing. In Tirso,
Don Juan protests that Isabella successfully resisted his assault, but the statue pro-
claims, "Your intention condemns you" (51). But, bad as the effects of Don Juan's
actions may be, it cannot be said that he intends harm. Indeed, the same ignorance
of time that makes Don Giovanni, in the words of Leporello, "a man who knows
no gratitude" (Da Ponte 106) makes him equally unable to repent, and even less
able to intend harm or good for others. His self-absorption may be a fault, but his
disregard for consequences disqualifies him from any real charge of malice, as he
says in Molière, "don't let us bother about all the ills that might happen. Let us
think rather of how we can enjoy ourselves" (40), and again, in Tirso, "Bring her

::·.:0;e:?d:?i:g:.:;· ;?!?::t?;:· ::;??ec?:r::!::c;? ?: ::::?!?e?2?f
his natural impulse, when hadwell's Don John says to Leonora, "I loved you as
long as I could for the heart and blood of me, and there's an end to it" (2.1.105-6).

Don Juan, though wildly inconsiderate, cannot be said in any meaningful

:;:?;?:::f;:t???:::sI?e?:E???::d?err;:,;f;:.1;{;v;;;;:i;
wants to "send for a priest" (51) at the last second. In those three versions, Don
Juan's refusal to repent makes his damnation seem, in a way, elf-willed, as a final
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Even Byron recognizes the inexplicability of Don Juan's formation. He seems to
pull back at the last minute, as he writes, ''And then-God knows what next-I
can't go on;/ I'm almost sorry that I e'er begun" (1.919-20), after having earlier
written, "He might be taught, by love and her together- / I really don't know
what, nor Julia either" (1.647-8). The omission is as much an attempt to titillate
the reader as it is a capitulation of sorts, as Byron tries and fails to pay homage to
the Don Juan tradition in spite of already having broken from it definitively. Of
course, this is all part of Byron's big joke, as most epic poems and all other versions
of Don Juan begin in medias res. But, as discussed above, the peculiar nature of
Don Juan as a figure totally unable to learn because of his ignorance of any time
outside the present necessitates the sudden beginning that interrupts a larger story
that is already occurring.

In closing, I would like to consider one dramatic episode that recurs through-
out the Don Juan tradition in hopes that it will be able to shed light on the question
of whether free will is involved in Don Juan's damnation. The episode in ques-
tion is that of the shipwreck, which is invariably portrayed as being both arbitrary
and a prefiguration of damnation. Don Juan, in George Bernard Shaw's Man and

?;{:::?:n?e:c?::ss:?? ?::?e?:::t:;::!?:=::::?; :?:;ei:e:?;:osi:?
and following the line of least resistance" (169), but then asks, "which ship goes
oftenestontherocksortothebottom?thedriftingshiportheshipwithapiloton
board?" (169). In a typically Shavian substitution of analysis for drama, haw re-

veals the moral conundrum of Christian salvation that is reflected in the Don Juan
tradition: that we are inherently sinful and, excepting a strenuous overpowering of

?::: ::igi:;::?t:r:::l::t?:::0t:a?::;?:?:?o;;i:?st?:;;:?:s? ?t?:?:
cal language when discussing damnation is fitting in the context of the Don Juan

::d?::·:::?;e??e::n?;::i?::?:: i?:::;?dt:?::oh:o;;?:??.?/s:;::??d
around her like a hell,/ nd suck'd with her the whirling wave,/ Like one who
?rapples with his enemy" (Byron 2.413-5). During the storm that sinks the ship

1? Byron's poem, he writes "there was one / That begg'd Pedrillo for an absolu-
non, I Who told him to be damn'd-in his confusion," (2.350-2) suggesting the
possibility of accidental or arbitrary damnation. In Shadwell, the shipwreck seems
apocalyptic, as the Captain yells, "The heavens are all on fire. These unheard-of

6?!?::.::::d ,;:?? ??
1
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87). But ganerelle should know, as well as anyone, that any form of education for
Don Juan is precluded by his inability to learn, and, recalling Shaw's que tion of
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ried them away; I For they were forced" (2.313-5).
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J s himself imperiled after the wreck only to be restored to life
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covenant, the second great day of judgment
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The image of Don Juan, washing up on shore, and immediately continuing his course sends

thesamesignalas oah,survivingtheflood,andmakingthegloriousdiscoveryofdrunk-
enness:thingswillcontinueastheywereinspiteof thepurge.AsDonJuanscreamsout
in agony, ''An invisible flame is burning me" (Molière 91), we might see an image of the
apocalypse,when,withwaterhavingfailedtocurehumanityofvice,fireisemployedasa
means of destroyingviceatthecostof obliteratingalllife.DonJuan,asheisallnature
andallimpulse,ispunishedbyhiscreatorfortheverynaturewithwhichthatsamecreator
endowedhim.Toseethecompressionofbiblicalhistory,recountedandforetold,asarecur-
ringcomponentofDonJuannarratives,istorealizetheconflictednatureoftheChristian
imaginationasitstrugglestocopewithimpulsesthâtaregod-givenbutforbidden,result-
inginthetormentingobligationtobothshameandgratitude.Thisisperhapswhywriters
must damn Don Juan, because it is a way of trying to make a tragedy out of comedy, a way
oftryingtocallDonJuananaberrationratherthanarepresentativeofhumanity.Itmight
bethoughtagreatmoraltriumphforanaudiencetoseeDonJuanenviablyindulgeinhis
nature,andthencheerandclaphisperdition.Itmightbeagreatmoraltriumph,thatis,if
onlyitwerenotbeliedbyanundeniablesympathyandanuncomfortablepremonitionof
whatcouldberepeatedattheendofeachlifeandtheendoftimeitself.?
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Q?eer Spirituality in Performance
Openmg Spaces of Queer and Religious Feeling

By Hannah Rackow
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at least those I am privy to, seem to take a clear oppositional stance to religion, or
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mode, proceeds through a secular imaginary within which, religion, if it is to ap-
pear at all, must be made to appear as the arch-conservative enemy of progress

?e?:!:??!?J?: :::??:?::.7t ::::fw:::::;:,?i??;? ;yd?::o:::??!':t?:?
mosexuality and any non-heteronormative sexualities involves religious language
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spir?tuality than the dominant Anglo-American discourse might lead us to believe.

While wars of values are being fought at the level of national politics, these queer
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unportant to note, as Pellegrini does, that the Christian versus Queer dichotomy,
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The political debates between the Christian Right and the LGBTQI*-pos1t1ve
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changeably. This is done in order to acknowledge the variety of ways and places

in which religious and/or spiritual systems and feelings and/or affect are created
and perpetuated: from religious institutions (Churches, Shamanistic traditions, and
many more) to personal spiritual feelings, including ecstasy, shame, guilt, fervour,
connection, community, belonging, etc.

The term genealogy is also often used throughout this paper and it bears
explaining, as it is not used in its most common sense. Most often, genealogy
refers to "the study and tracing of lines of descent" (Oxford English Dictionary
Online), with the general understanding that these lines of descent are biological.
In this study, however, I am using the term 'queer genealogy' to signify the tracing
and recognition of a queer ancestry and history, of a past, present and future for
queer/LGBTQI* communities, persons, and families.

Tomson Highway: The Rez Sisters and Dry Lips Oughta Move to Kapuskasing

lation?pm::!?::d?:e!\!:::::;:?? ;??;?:)::?:.:? :;;?:?::n:?:::
non-Christian and people of colour's religious and spiritual backgrounds and lived
?xperiences. This is especially clear when it comes to the concept of the 'berdache'
ln a number of First Nations communities. 'Berdache' is a term often used by an-
thropologists and ethnographers, such as Walter L. Williams in his book The Spirit

?j?:gfü?f;@f?t??füif?fiiffifg???IÈ?
ge?der (11). Each indigenous language community with a 'berdache' tradition has

?:0???}?Jjfü?:fgJf;J}}f.j@}§;?Jt;¥fü}1
dramattst Tomson Highway

dan Nattve communities, by the twentieth century (Lang 108-109). more recent
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gay and lesbian First Nation people (101). Although two-spirit identity is related



to and drawn from the ayekkwew tradition, Lang explains that unlike the ayek-

kwew, Two-Spirit people are not necessarily gender variant, although they can be,

and usually have a homosexual identity (111). While sexual object choice is onlr

a secondary concern for the identity of ayekkwew, as Susan Billingham explains,

"this is not necessarily so for Two-Spirit people, for whom sexual object choice

may be central" (114). Despite this difference, as a distinctly First Nations queer

identity, people who identify as Two-Spirit also draw on the spiritual importance of

ayekkwew in Cree culture. Indeed, it is even in the name: Two-Spirit. Inmost indig-
enous cultures with an ayekkwew tradition, the ayekkwewwas more than simplya

third gender identity. Ayekkwew had a special spiritual role in a community; often

they were shamans, or advisors to shamans, and they were seen as mediators be-

tween men and women, as well as between the physical and the spiritual (William1

3, 35). In fact, as Williams points out, the spiritual importance of the ayekkwe?

was directly related to their gender variance.
Theholinessoftheberdachehastodotowiththelndianviewsthatev-
erythingthatexistsisareflectionofthespiritual.lfapersonisdifferent
fromtheaverageindividual,thismeansthatthespiritsmusthavetaken
particularcareincreatingthisperson(32).

Contemporary Two-Spirit people are emphasizing this spiritual and comma

nity aspect as a central part of identity, beyond simply sexual object choice (Lani

113).
As a Two-Spirit Cree dramatist himself, Tomson Highway's plays are deep!\

preoccupied with the intersections of gender, sexuality and spirituality, and also

embrace a meeting of sexuality, gender fluidity, and spirituality. His character of

Nanabush, the Cree/Ojibway Trickster, is perhaps the most potent example of

this preoccupation. In Highway's companion plays The Rez Sisters and Dry Lipi

Oughta Move to Kapuskasing, the figure of the Trickster, Nanabush, weds the

physical and the spiritual, the masculine and the feminine. Like the recent reclama·

tion and reshaping of Two-Spirit identity, Highway's Nanabush in these plays also

recalls an important aspect of Native American spirituality. In his "Note on N.ana·
bush" at the beginning of both Dry Lips and The Rez Sisters, Highway explains,

Some say Nanabush left this continent when the white man came.

Webelieveshe/heisstillhereamongus-albeitalittletheworsefor
wearandtear-havingassumedotherguises.Withoutthecontinued
presence of extraordinary figure, the core of Indian culture would be

goneforever(13).

This statement suggests that the Trickster, Nanabush, is a very central
ana

important figure in Cree spirituality, which is in turn at the core of Cree cuJ?e.

and Highway's repeated characterization of the Trickster in his plays
emphasizes

this.
While spiritually important, Nanabush is also a highly physical and

sexual

The Channel

being, particularly in her female guise in Dry Lips. Physicality is a central fea-
ture of the Trickster figure in much of Native American mythology, according to
Billingham who cites her/his "scatological Trickster humour" (118), and High-
way's Nanabush surely conforms to this. In our first encounter with Nanabush in ..

The Rez Sisters s/he takes on the guise of a seagull, and is "shitting all over the
place" (Highway 19). In Dry Lips, this kind of physical humour abounds, from the
opening scene featuring Nanabush/Gazelle kissing Zachary's naked bum (15), to
Nanabush dressed in beard and heels "sitting on a toilet having a good shit" (117).
Beyond classic Trickster scatological humour, however, Highway's Nanabush is

also a sexual and gender-fluid being. Throughout Dry Lips, Nanabush appears
in female form as, variously, Gazelle Nataways, Patsy Pegahmagahbow, and Black
Lady Halked. In each of these guises, Nanabush is wearing a different prosthetic
body part: immense rubber breasts for Gazelle (15), a large false bum as Patsy (38),
and a prosthetic pregnant belly for Black Lady Balked (52). Each of these body
parts emphasizes a certain sexuality, which N anabush plays up when she performs
her striptease as Gazelle (87). At the same time, however, they also reference gay
male drag (Billingham 118) and by extension the performativity of gender, a com-
monly discussed concept in queer studies.

diator?=:?? :?:?ea::::i::::!!:???eh;:?!n?t;?:;?!?:?ti?: ?::e::?
In Dry Lips, Nanabush is the only onstage representation of the women of this
community, and takes on the roles of specific women, while in The Rez Sisters,
Nanabush is played by a male actor/dancer, and is our only onstage representation
of a man. In both plays, the men and women only visibly interact with the other
sex through the Trickster. The fact that Nanabush is female in the first play, The

!e::?:;;s;,?;i;l???s:e::;:e?::y?:akf??:g::!e :;:::;??:r??:s:;
bemg able to change gender roles over a lifetime (Lang 103). Highway's emphasis

0? gender-fluidity and gender performance, as well as on the affinities between
his Cree Trickster, Nanabush, and the role of ayekkwew people in Cree societies
(before they were repressed by the Church) work to create a close and positive link

?:::;?n::??g;p:?:i::::dF?:t;;::?:;::n;;;:u::ete
affirmation of a Two-

.

In his plays, Highway is hardly suggesting the existence of a solely harmo-
mous relationship between queer identity and religious identity. By queering the
figure of the white male Christian God through drag and physical humour, as
when he describes Nanabush as "dressed in an old man's white beard and wig, but

t:.:?;::{:?:r:;?::2?:::=.t:;??;£{:?r?!::r:;:bf;;;
regime" (118). The repression of Creature Nataways' two-spirit desire (Highway
104) and the rape of Patsy Pegahmagahbow and the simultaneous silencing of



Creature's attempt to stop the rape (99, 100), which suggest the violent and hetero
sexist attitudes instilled in the community by Christian colonialism, emphasize the

conflict between Two-Spirit/queer identities/Cree spirituality/religion and Chris-
tianity.

The Nanabush we encounter in Highway's companion plays affirms the spir·

itual importance of Two-Spirit people in Cree/Ojibway culture by taking on the

roles and practices of ayekkwew and by exhibiting aspects of queer sexuality and

gender fluidity. At the same time, the character of Nanabush also brings the physi-

cal into the spiritual, refusing to allow space for a Christian division between bodr

and soul, and even queering and physicalizing (maybe even sexualizing) the white

male Christian God. Considering the fact that many Two-Spirit people still en

counter "silencing and hostility, if not outright violence, within their own comme
nities" (Billingham 115), this affirmation of a relationship between queer sexuaht
and Cree/ Ojibway spirituality, as well as the queering of the figure of the Christian
God, demonstrate an effort by Tomson Highway to challenge a Christian/queer
opposition, one imposed by Christian colonization. By situating the queer, orin
this case the Two-Spirited, within a Cree/Ojibway history and cosmology, High-
way-like many Two-Spirit people today-is affirming the legitimacy of a queer
Cree/ Ojibway genealogy and spirituality.

Michel Marc Bouchard: lilies

Similarly to Highway, Michel Marc Bouchard's Lilies takes hold of an old
figure in religion and claims him for a queer genealogy. However, unlike Highwar,
Bouchard is not drawing on a non-Christian religion or reclaiming a lost and al-

ternative deity. His queer figure from Catholic mythology is Saint Sebastian. Saint

Sebastian is often named "the gay saint," and has been celebrated and represented
by LGBTQ artists. In a short essay, EdMadden describes a collaborative art sho?
in South Carolina conceived around the figure of Saint Sebastian as a gay icon as

a precursor to the South Carolina Pride Festival. He describes the saint as "patron

saint of soldiers and athletes, plague saint, gay icon" (24). The artists collaborating
in this project addressed the same-sex eroticism of Saint-Sebastian's martyrdom,
as well as the undercurrents of sexual taboos and shame (24). Written in 198,,

Bouchard's play also presents us with an eroticized reading of the Saint's story. ln

his play, Simon, newly released from jail, confronts a boy from his school days,Jean

Bilodeau, now a Bishop working in the service of the Catholic Church. With the

help of a cast of ghostly characters from the past, Simon subjects Bishop Bilodeau

to a revisiting of their experience as schoolboys putting on the play The M?rcy·r·

dom of Saint-Sebastian and Simon's love story with another boy, Count Vallier ?e

Tilly. Set in 1912 and 1952 in Catholic small town Quebec-long before the Quiet

Revolution-Bouchard's story of Saint Sebastian offers a vision of a 1912 Catho:
lie Church with more nuance than is often admitted and reveals spaces where

ga)

eroticism is possible, but also where it is reviled and repressed.

The Channel

In the opening moments of the play, Bouchard provides the audience/
reader with an argument to which the rest of the play responds. Bishop Bilodeau
exclaims in response to Simon's recalling of the ghosts of the past, ''All these
people are dead. You're being macabre, Mr. Doucet! This is ancient history. As
outdated as the Countess de Tilly was at the time. This is absurd" (12). This speech,
although allegedly in response to Simon's retelling of the past, also prepares us for
the play's treatment of the martyrdom of Saint-Sebastian. The subtext is ques-
tioning, "How important should the past be to us?" Pushed a little further, the
question is also "Should it matter for LGBTQI* people to have a sense of self
in history, a sense of queer genealogy? Where might that genealogy be found or
formed?" In response to these questions, Lilies provides a story of two young boys
who explore same-sex erotics and love from within a Catholic setting. As the boys
rehearse the play, Simon playing Saint Sebastian, and Count Vallier de Tilly playing
Sanae, his servant, their teacher Father Saint-Michel instructs Count Vallier de Tilly
to throw himself onto Simon "like Mary Magdalene upon Jesus, like Lazarus upon
Our Lord" (17). Unsatisfied with the outcome, he urges:

"I realize such signs of affection are not very common in Roberval,
but Saint Sebastian is your love, and he is asking you to kill him. Just
imagine, the person you love most in the world asking you such a

favor[correctshimselfj ... suchasacriflce.lt'samomentofultimate
love"(16)!

.
In this single impassioned speech, Father Saint-Michel, a man of the Church,

is acknowledging both that Catholicism is often dispassionate and, to use Gorrell's

:!:;:?;enfu:t:?????? ::?:??:r::?i::?n?:e?::'."5:n?n?,°1::e:?:ti:ens:£:;
clergy's limited taste for violent and ugly martyrdoms serve to remind us and the
boys he is teaching of the passion, love and beauty which he sees and seeks out in
Catholic hagiography (17). As soon as Father Saint-Michel and another student exit
the stage, leaving Vallier and Simon alone together, the two boys use the context
of the play within a play to eroticize their own personal relationship, as Vallier pro-
ceeds to press himself to Simon's body, much as he had been instructed to do for
the purposes of the play (17). This is a rare case of Catholic education providing a
legitimizingcontextforsame-sexdesire.

f;?1f?;??î??tt?ffiî?t1?}f?{???t{¥?;E/
repressed by the Catholic Church and Catholic belief. When young Bilodeau finds
out about Simon and Vallier's desire for each other and their "experimentation"
together, as Vallier calls it he condemns their "sickness" and threatens that they
will go to hell (20, 21). The reader/audience is shown the violent repression

of



same-sex desire when Timothée, Simon's father, whips him with a belt after find-

ing out about his sexual activities with Vallier (28). While Bouchard makes a strong
claim for the recognition of a queer self and a queer genealogy in Saint Sebastian's
hagiography, he also admits to the immense and overwhelming repression of ho

mosexuality within the Catholic Church. The ending of Lilies admits that Christian
religious beliefs and queer sexualities/genders are often still in conflict, now, and
especially in the 1910's and 1950's in semi-rural Québec, where the play is set.

Tim Miller: My Queer Body

Tim Miller's My Queer Body is rife with spiritual imagery, biblical themes, religiœ
feelingandevenreligioustechnique.Millerdoesnotdrawonaspecificreligiousfigures,un
likeHighwayandBouchard,buthedoesusebiblicalstorylinesandspirituallanguageinhi,
"gayboy'salternativecreationmyth"(79).Alreadywithinthefirstpageofhisintroductioo
heispositioninghisperformanceasa"creationmyth"aswellasaqueerstory.Fromthe
beginning, his work is neither one nor the other exclusively, butinextricablyboth:spiritu?

and queer.
Miller "created My Queer Body [ ... ] in the period when [his] own front line of the

nineties culture wars, the 'NEA 4' controversy, was at its peak" (80). He goes on to describe

protestorsgatheredoutsidehisperformancesinthe 1990'sshouting"Faggots!Godmade
Adam and Eve, not Adam and Steve! Sodomites burn in Hell" (82). From the heart-«

maybe more accurately, from one side-of the "culture wars" between queer activtsts

artists and the Christian right, Miller's reclamation and queering of religious technique,

languageandsymbolsinhisperformanceisdeeplypotentandchallenging.
Attheverybeginningofhisperformance,Millerbeginsto"summon"bodyparti

by walking through theaudienceandtouchingaudiencemembers'toes,feet,shoulders,
etc.Oncehehas"gathered"enoughbodyparts,heannounces,"Wehavesummonedthe

;:£:::::::;::::????:!1?2:::::!?o;=::;!0!1::E?::?::J:?:;:::::]
doessotosummon"thebody"inaverytactilemanner.Inthisinstance,thebodyisrec
ognizedorpresentedtotheaudienceasbothvisceralandspiritual.Thisbody,whiledrawo
fromtheindividual-andreal-partsofdifferentpeoplearoundtheroom,isinfactasu111
of theseparts,acommunalbodytobefeltasapresence,ratherthanphysicallyseenor

;;?:h::????lll:n::?'::::?:!;,fth?en?=: :.:? !::s?o;?::?:,:??:;::i:?: ?:?
belowthebelt(86).

??Iff{t?{??Ii1ii???1?:?{tifS??f2?It:ff?
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Pentecostalpreachers,hisperformancerequiresaudienceparticipationandtheperformer's
connectiontotheaudience.Itrequirestheaudiencetoshoutout,similarlytotheantiphonal
callandresponseinChurch.Itrequirestheaudienceto feel. Partwaythroughhisperfor-
mance,Millerpauses in his storytellingandmovesintotheaudience.Atthispointheis
entirelynaked,andheproceedstositonsomeone'slap(108).Thissortofencouragement
ofapersonal,emotiveconnectiontofaithistypicalof evangelistChristianfaiths,andyet
hereMillerisqueeringthis"personalconnection"bymakingitaveryphysicalhumancon-
nection:heisnaked.RatherthanaGodlyconnection,Miller'sperformanceemphasizesthe
wet, messy, complicated, humanity of connection (Miller and Roman 169). In a co-authored
article,MillerandDavidRomandefendtheconceptof "preachingtotheconverted"of

??::rq::;ra??:::/::::;e??e;i:::?s::? :?f::::; :;::;?:::: :s0:;:::::tnt:0c?::
munitybuilding,muchasotherreligiousservicescreateacommunity(175).

ItisnotsolelytheformofMiller'sperformancethatemphasizesthereligiousand

:??;:;,;:;:;;{:??!;:?????;:;;r?i:?Œ;::::?:e?::?;::???:::??:

;;?:?::::?}?,??:;::?:??::?!f?::??;i::ti?::?::;?:???:::::i;?

?;:f?1;;{Jit{:???o??t?)jffr;?g:§g?;?:??ff1

now, lfeeltheblessingofbeingcloserthantheytolduswaspos-
sible. Thefuckersliedtous.lamnotashamedofnakednessand
lwillnotbecastoutof ParadisebyJesseHelmsorsomefucking
hunkyarchangelwithaflamingswordinfrontofsomegarden.
Thisisonesexbetweentwoqueermen'sbodies
inthetimeoftrial
on the planet earth
attheveryendofthesecondmillennium(121)



The message here is not one of conformity.
Miller is both affirmingaspacefor

queerspiritualityandatthesametimerefusingtocompromisequeernessandsexualityor
assimilatewithsexuallyrepressivereligiousnorms.Thedistinctionhereisbetweenfitting

into a spiritual space and creating a spiritual space,
and Miller, especially in theaboveex-

cerpt,isperformingthelatter. Thespace·thatemergesisqueer,erotic,andspiritual.

Performative Identities

Plays and theatrical works can be useful forms for
the expression of queer

and spiritual identities. As Pellegrini explains in
"Testimonial Sexuality," perfor-

mance can "underscore the vital role of practice, or
performance, for both re-

;:?:=i???re;:?r?r?:£( .f??e:?:ii;:::?!?:E?:;}f?
lar enchantment, supplying forms of affective experience

resistant to the flatten-

ing effects of secular rationality (215)." Surely we experience
this in Tim Miller's

performance, which is overflowing with queer spiritual feeling.
As Michel Marc

Bouchard's characters explain,

"FATHER SAINT-MICHEL: One can do anything in the theatre, you know.

One can re·nventl"fe. One can be ·n love, iealous, insane, ryranoical or

possessed. Onecanevenlieandcheat. Onecankillwithoutfeelingany
remorse.Onecandieoflove,ofhate,ofpassion ...

VALLIER: One can conquer the unconquerable" (17)!

Theatre, as a place where "one can do anything," allows for a
space in which

??:?c?g;t:Ifi?g?J;?ffit??ftti???fffg
reclamation and explorations of queer/LGBTQI* and religious/

spiritual 1d??t1t1es

and spacesjn these theatre pieces? Or are the spaces created
for queer spmtuali·

ties and queer genealogies in religious canons impactful and
important beyond the

world of the stage?

Conclusions and Limitations

In their plays and performances, dramatists Tomson
Highway, ?ch?

Marc Bouchard, and Tim Miller all unite themes of
queer/LGBTQI* identity a:

religious/ spiritual identities. Highway and Bouchard both
'queer,' or ?ather hi1:

light, the queer overtones of specific figures from Cree_and_ Catholic :t:e:r
gies respectively, thus affirming queer genealogies and a

historical space_
.

q

ner

:?t?:?!i?;r;p:??:;??e?:?::?:?!i::? r:a;:r:1nd:;:eb::n?: :::k:
dismantle the body/ spirit divide and challenge the Religion/

Queer dichotomy

their works.

While Highway, Bouchard and Miller each, in their own ways, attempt to

?;:;::,,1:?::?:e 'l:?e.:?:m??e:: ?!::::.:t:i?p;;;::i :?:c::li?:: :?tr:u:
q?eer history, they are also challenging the idea of spiritual and religious unifor-
m1ty. They are affirming that these legitimate queer spaces are as diverse and vari-
able as the term queer itself, and that the queer and the spiritual are overlapping
and inextricably intertwined. These affirmations are not without their challenges.
On the topic of Dry Lips Oughta Move to Kapuskasing, Billingham suggests that

Theviolentsilencingoftheonememberofthecommunity.[Creature
Nataways] who has expressed a (formerly repressed) homosexual

desire, at the very moment of Joey's big confession of misogyny,
remindsusofthecontinuingdifflculty,ifnotimpossibilityofspeaking
two-spirited desire (127).

there??:?:: !:0:::::0°?:;:::;:??;!·=?:?::?::;?::::?:o?::?·::::??

?i1:?;?ff??i:i1i1f?#I?Jff?;tI?iilfrfJ?i?/;???

[?1?t??tifJtlitf1?Ii?i!1Iti'.f?Jf?1
insteadapositivefutureforqueerspirituality.

The wo?:f:::::!·!::::e;,:: :::.:,:?; ::::;:::::;:::;?: :::,::!1;;::

??;e;=??;;c::r::?::?fe??r;?;;:?::x::?:1h:i?::
V01cesoutofapossiblemany.Thispaperisnotattemptingtomakeanyconclusionsoras-
su?ptionsaboutanyonereligioussystemoridentityanditsrelationtoqueerness.Insteaditis
?ymgtobegintoaddressthevarietyofwaysinwhichqueerartistscanandhaveexploredthe

::?=r??'!::::::;:s :::i:1.::?:::?6;;??:n::e:?:::;,:;???::o
:::er:::::?oc:::?:::::?; :u:e?::?:::;::::?:;?:::iti::::!:::::::!
:.,ed exploration of th?dp:r:r!ativity of ;ender, ,1:uali:, :d r!gious/s?ttitual identities
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The Problem of Queer Justice
Genre and Judicial Motifs in the

Queer Problem Play
by Ben Hanf!



Drag Queens on Trial: A Courtroom Melodrama (1985) by Sky Gilbm

Angels in America: A Gay Fantasia on National Themes (1990) b1

Tony Kushner, TakeMe Out (2002) by Richard Greenberg, and 8 (2011) by Duson

Lance Black suggest an interplay between the attempt of legal and judicial
systemi

to regulate sexual morality and behaviour, and the dramatic genre of the
problem

play in which judgment is a perennial motif. The works by Gilbert, Kushner,ana

Greenberg each present judicial systems and liberal institutions as façades of
he

gemonic power and the prevailing socio-sexual structure, enlisting the audience
ai

ultimate arbiter of justice, judgment, and morality. In contrast, 8 presents a
mort

optimistic appraisal of thepotentialforjudicialsystemstoactasqueer-friendlyso-
cial forces. This faith in the American judicial system, paired with the play's un?·

biguous endorsement of same-sex marriage, suggests a divergence in the
poeuci

of queer problem plays in which moral simplicity and homo-liberalism discourage

the possibility of an open-ended audience debate and replace the complex
mor?

ambiguii?h::dee;?:;::::rea?:ii::??f;:J? presentation of judicial systems an?
the actualization of the dramatic genre of the problem play in queer theatre,

t1u?

l??1?;ii?;:f;.Ëfft?fItfJf1:1?t?fügJ?j
plex works of the early 20th century, and Shakespeare s problem plays, thi

ll'

:?i:?ut:a?:::ili:;e:??[o:?:?:l ?:;:?::::,::::t?:,?::!?: :;u,:?P:!,'.??r
upon the audience to act as both judge and jury in these matters.

The secon.d sec

:::e??n:?i:::: =? :;?z:!:sti:?:?;!? ;?s?::i:?:;1:?;??;:?:
and Take Me Out. These plays' conflation of social and legal

courtrooms, t

p.ortrayal of hollow and formal conceptions of justice and equality, and their in-
sistence upon morally unresolved endings suggest an interrelation between the

??e::::?::s ?? :?r:sllru:;:?::::i::::e:?:n?:lui:?::s?;?:??:?:c:::?
con?ast the qu?er ?roblem play with Dustin Lance Black's 8, a play that suggests

::?d:::?l::::?:?:ta: 1:e?:: ?! ::::U?':::?::;::?ti:::::::?t:a::::?
:::??i:?p:;:::hae r:::n:: :: .::??.ti::::;i:o??:r;u:;::?l ??a?::;?.clear

The Problem Play: The Audience as Jury, Judge, or Accused

those of Willi!:,0?::e;;:::?.the
thesis play, Hennk Ibsen's problem plays, and

becam?:o:ng
out of the genre _of the ":ell-made play, the naturalistic thesis play

P?nero Theg:::;?f;?;.: ?:::;:???:; ?!;e!?:\?e:tu;;:!ati::ri:::?!:
:h::t;i?:; t?e t?esi? play. In The Second Mrs. Tanqueray (1893), Paula Ray,

:!?::!!'0 ;.:;q':::r?;. ?!':u??r :.::ti:e;s fi? :?;:?ew?taa::wi::;::i:?
?19? The e:?su:eof;?:1::s ??;t ?:=r?:;?::·b:::?:1!???t?:?:::'r!"?:r

til;1}1:;ffif?f:;??i.f??}]f???g?;:?1:1;ffg?J?;]J:i:



Hanft

daughter-in-law, Ellean, says in the last lines of the play,
"I helped to kill her. If

I'd only been merciful" (Pinero 195). Despite this admission,
the prevailingsocio-

sexual system that the play presents-that in which sex is acceptable only within

the framework of monogamous marriage-goes
unchallenged. This indicates the

partisanship of the thesis play:

[ ... the thesis play] didactically
present[ed] social problems for the

sake of promoting a particularreformorupholdingconvention.Afa-
vourite "problem" of New Dramatists such as Jones and Pinero was

the issue of whether a "fallen woman" could be allowed back into

respectablesociety,andtheanswerwasalways"no." (Dietrich16)

George Bernard Shaw argued that thesis plays do not constitute
true problem

plays, for their conclusions are foregone, their unhappy endings
resulting not from

"character and event" but, instead, from a mechanical imposition of moral con-

ventions and ideology external to the play (Dietrich 16). Thesis
plays' unambigu-

ous stance with regards to a given social institution or structure
foreclose the na-

ture of audience judgment.
The role of the audience and the nature of audience judgment

shifted in me

works of Ibsen. In The Quintessence of lbsenism (1891), Shaw argues thatlbsen'i

plays demonstrate to audiences that there are no easy or final solutions
to the prob

?e;:;:::??: r::??:ri;?;:t::!; t;:::::?:;??s?: ::!::u;;;:!!?;;?
lbsensubstitutedaterribleartofsharpshootingattheaudience,trap-
ping them, fencing with them, aiming always at the sorest

spot in their

consciences[ ... ] the new school will trickthespectatorintoforming

a meanly false judgment, and then convict him of itinthenextact,

g:?r?;i{I:?g;f?J?jr:?a1g:j??i??gf:li
(Styan63)

Ibsen's problem plays construct their own form of social tribunal in
which the au-

dience comes to judge and be judged. Virtually identical in
plot to Th_e Second!ifu

Tanqueray, the titular character of Ibsen's Hedda Gabler (1890)
is drivent?

s??'.:'.

:th;:o·}?d;;, s;:?:: !!:??::::??:;??;;4?e?; ::a::::i???i:e?::tli:
as highly questionable at several point?, yet leavin? the play?s

ending
0:a?::?n

Ibsen empowers the audience to questlon the social regulat.1on
of sex

and
th;c;:r:/;:???c:?1;d;:, ?::::???::? applied the designarioni;:/:,0:;:

play to a number of works by Shakespeare that ca?not ?asily
be class

of Ibsen ani

?!:?. ;?i:!es?:?e!;:;:.t?o:e?:: :::::::? ::its::ar??:g?1:?? his_ uag!
in death, the Bard's problem plays defy easy categorization insofar

as rheir en '
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do not simply conform to such molds, but leave the audience with unresolved
feelings about issues that defy clear-cut resolution (St. 5). This is apparent in Mea-
sure. for Measure (1603-04), in which Duke Vincentio departs the city of Vienna,
leavrng the government in the hands of a strict judge, Angelo. The Duke wishes
for the unpopular laws of Vienna regarding sexual conduct to be more stringently
enforced but does not want the people of Vienna to blame him for their enforce-
ment. As a result, the overly zealous Angelo condemns the young Claudio to death
for sexua? p?actices outside of marriage: the grounds of the charge are dubious,
for Claudio is engaged to the woman with whom he had sex. Meanwhile, Angelo

glJifl?I;;;?JI:ii}i:Iifgfü?Jl;?fii?I??
Stacy Magedanz argues that in Measure for Measure,

;?: ::??c?i? ??=?a??n::;?????i:haec;t?s:???as;eei:t::?yP:???t?vned

?';ci?::n?;;;txual appetites
to strengthen, rath?r than weaken, the

l?:r:??g??:tiifü?f??êtfü??f??I?lf;ftff?!:1
Duke marnes Angelo off to the woman of whom he had formerly taken advantage

:::e\:?::?e??ex;J:::tt:?::te?::'?';;,;;:??;:?;?e?u:w:!r??:::??f,;;.:
?or the rest of the play. Measure for Measure epitomizes th? Shakespearan ten-

g?!t;?:?i?::£??;:1::?Ei:::::,?;v:?::i;t:?:??i?

Judicial Systems and Queer Problem Plays

Despite the fact that the problem plays that developed in the early 20th cen-

?ry largely treated homosexuality negatively, the gay theatre that developed in the

a:tt::sh?'lf of t?e twentieth century appropriated this older form.
As Neil Barlett

f
g , gay writers themselves are producing what are in effect problem plays[ ... ]

.??:::d;: r:,?::::dv?::::\:::;;?? ?r??ie:;?;i;;;?;.a??nq:::,?:;;:?:::;

?lT1?;??::??ef.I1?j?iE:??;????f!]::?;£t?::1;1????.



perpetuate conceptions of justice constructed to exclude queer characters. The
presentation of a hollow, hegemonic judicial system creates a vacuum in which the

audience is compelled to fill in the moral gap. Judicial process is a particularly ap-

propriate thematic vehicle for queer problem plays that question the socio-sexual
framework because the judiciary has the power to enforce its verdicts; a judge's rul-
ing can determine whether a play's end designates it a tragedy or a comedy, whether
characters die or marry.

Drag Queens on Trial presents both legal and social courtrooms. The con-

cept of the social courtroom connotes judgment by extralegal peers or commu-
nity, echoing the foundation of the problem play genre insofar as it is a de facto

courtroom. The play consists of three trial sequences flanked by the drag queens'

return to the social courtroom of their dressing room. Within the dressing room,
the drag queens relay stories of judgment in their lives in addition to judging each
other, especially for their sexual practices; the drag queens go back and forth from

this courtroom to the legal courtroom in which they are institutionally judged

This illusory distinction between the legal and social courtrooms suggests that 'all
the world's a court.' As for the legal courtroom, it is absurdly over-sized, mockrg
its inhuman institutional structures and processes. In the court, the drag queens

rotate through the roles of prosecutor, judge, clerk, surprise witness, and defen-

dant. The judge in each trial sequence disappears and returns as a surprise witness,

who then falsely testifies against the defendant. This doubling between the judge

and the surprise witness-whom the prosecutor sometimes bribes-illustrates a

dissonance between the formal appearance of justice and its underlying workings,

which are bent upon the destruction of queer identities. In one sequence after the

judge disappears, the drag queen Judy flirts with his empty chair, not realizing that

the judge is just that: an empty symbol of justice. The illusory distinction between

legal and social courtrooms highlights the problematic and omnipresent nature of

judgment.
Angels in America takes a different approach to courtrooms. Although

courts, justice, and the legal profession are omnipresent in Kushner's work,
the

only part of a legal building that the audience is privy to is its gritty hallw?ys
and

washrooms. In articulating his idealistic vision of the justice system, Lows
Iron-

son, the gay 'word processor' at the Federal Appeals Court, says:

It's the judge in his or her chambers, weighing, books open, ponder-

ingtheevidence, rangingfreelyovercategories:good,evil,innocent,
guilty; the judge in his chamber of circumspection, not the judge

on

the bench with the gavel. The shaping of the law, not its execution

[ ... ]thebalancingofthescales.(Kushner45)

::\!!:;::;;, ??;;p?:::?:t::??J;:;? ::?:;?:5j::;e?1:.?:t:5??;
:i:r?st?:oe::.,::?:?:· :;:??::::n?o;?e:::ti:::::t?t!:?;::?e!o::em
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This perversion of judicial independence, a cornerstone of American democracy,
alongwith the Republican monopoly on the actualization of justice, underlines the
impetus behind Kushner's call for a reformed American polity and society. The
symbolic root of this institutional decomposition is the character of Roy Cohn,
who is based on the actual historical figure who was active in the House Commit-
tee on Un-American Activities (HUAC), a political tribunal that actively sought
out political and sexual deviants within the American government from the 1930's
to the 1970's. HUAC's targeting of homosexuals is particularly ironic, given that
Cohn's death from AIDS-related complications led many to question his sexual
orientation. Kushner's Cohn states that the proudest achievement of his career is
the trial of Ethel Rosenberg. Although there was not enough evidence to jail her as

:;;::??t?h:n:::::i??n??;;?de;:::, ?:i:?;?: j:!g:?::::??ff??;?i?;,
Roy Cohn has only increased his grasp on the Justice Department and the U.S.
court s!stem, which serve as launching pads for the neoliberal social agenda associ-
ated ?th Ronald Reagan. Angels in America prods audiences to judge the judges
alongside the social and legal order of the United States.
. .

Take Me Out, like Drag Queens on Trial, blurs the line between social and
institutions] forms of judgment by highlighting the somewhat illusory divide be-
tween public and private realms. Most of the play takes place in the locker room
of

?
professional baseball team after the play's main character, Darren Lemming,

a mixed-race baseball player at the peak of his career, publically comes out as gay.

rules of equality apply only to public actors while having little power in the private
?ealm (Bateman 5). This liberal constitutional motif extends beyond the function-
ing of the team in the public realm and into the game of baseball itself. Mason,
Darren'saccountant,says,

Baseball is a perfect metaphor for hope in a democratic society. It

hastodowiththerulesofplay.lthastodowiththemodeofenforce-
mentofthese rules[ ... ] the game's noble equality. Equality, that is,
of opportunity. Everyoneisgiventhesamechance. [ ... ]And then, to
ensure that everything remains fair,justices are ranged around the
park to witness and assess the play. And if the justice errs, an ap-

pealcanbe made. lt'sinvariablyturneddown, butthat'spartofwhat
makes the metaphor so right. Because even in the most well meant

of system, error is inevitable. Even within the fairest of paradigms,



unfairnesswillcreepin.(Greenberg 35)

Mason articulates a 'formal' equality in which each player receives the same chance

at the plate, and in which the mechanisms that have been put in place to monitor

fairness do not make corrections unless an egregious and highly visible violation

of the rules has occurred. Umpires, the judges of the baseball diamond, are not

so much concerned with substantively equal outcomes as with the appearance of

fairness through the formality of equal opportunity at bat. By stressing equality of

opportunity, the baseball league can ignore equality of condition.

The judicial structure in Drag Queens on Trial seems specifically designed to

prevent queer characters from obtaining justice. The possible trial pleas of
"guil?,"

or "not guilty" create a semantic no-win scenario: either the queer characters plead

guilty and are condemned or plead innocent and betray their identities.
The drag

queens attempt to escape this predicament by blaming being a drag queen on
fac-

tors outside of their control. They put forward an inconsistent essentialist plea,

stating, "I base my 'not guilty' plea on my god given traits" (Gilbert 14). The

drag queens are forced to defend their gender limbo on the grounds of specific

traumatizing events in their lives, such as being born on a sled. In so doing, ther

plead innocent due to a lack of mens rea, the mindful will to commit the act

Nevertheless, delivering these stories does not help the drag queens escape the

justice system's insistence on objective truth and consistency. After the
prosecu-

tion berates Marlene for fabricating the story of her upbringing, she responds,

"yes, I made up those lies about my past, but only because my past could
neYer

be my past, because I am too fascinating and romantic a human being to have

ever had a normal upbringing" (Gilbert 17). The prosecutor replies,
"I'm sor?·,

but in a court of law there is only truth and lies" (Gilbert 17). Although
Marlene

was not born a woman, nor on a sled, it is still her chosen identity. When
Marlene

::?:te:e:: :f;?;:?;. ?:i:st:n::::::;:??s::::,:ta:::::::?????::::
plays out in the drag queens' complaint about the male voice that anno?nces

the

beginning and end of each courtroom sequence. The voice exonerates himself b;

?:::?7nt?;??: ?l:??=?:?::::;?:??tyt???;;:.: ?:e::p?,:;:?:,f:;,':
Lana - endure the preposterous trial. The voice's plea is implausible, given tha? h?
responds actively to what the drag queens say. Nonetheless, in a meta-thea?\

sense, the voice's argument that he has not choice is tr?thful insofar_as
he 15

0d
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justice system's onslaught of her identity; the surprise witness shows

up to tesn:

discredits, humiliates, and dehumanizes Lana, and says that she is dead. Here, tra-
ditional hegemonic conceptions of truth and justice, as well as the modus operandi

?et??i;??:tutions, work to camouflage a malicious hatred
of drag queens and

Similarly, in Angels in America, the actualization of justice and rights seem
to be controlled by hegemonic forces at odds with LGBT subjects. A former drag
queen,Belize,says of conservatives,

these people don't begin to know what, ontologically, freedom is or
human rights, like they see these bourgeois property-based Rights-
of-Man type rights but that's not enfranchisement, not democracy,
not what's implicit, what's potential within the idea, not the idea with

??:r??:i:t?o:?:?·;/ut. ;i???li??de??:a:?r=I? t?:dt?l:;?ne::1::??t??a??
passionatehatred.(Kushner96)

The rulings that Joe, a closeted Morman clerk, makes that exclude LGBT individu-

for somebody to land one of the fattest contracts in baseball history and only then
reveal his interesting little personal quirk? Is that 'right?' I ask you" (Greenberg 62)·



Skipper then reveals that none of the other team members are sticking up for Dar-

ren and that they have no problem with Shane rejoining the team. The team and

its leadership are indifferent to the question of morality or fairness when the team

needs players like Shane in order to succeed. Justice and fairness are enforced only

for the sake of appearance and are ultimately subordinate to the overall success of

the individualistic team: an apt metaphor for American society.

Drag Queens on Trial's ending suggests a departure from melodrama and

a joining of forces with the problem play genre. In her impassioned plea ?o
the

audience, Lana says, "[a]nd who are you, who is anyone to judge? [ ... ] to live on

the edge of morality, society, of the world itself and if I must die for it, so be

it" (Gilbert 45). The courtroom's response of spontaneous, taped applause
em-

phasizes that Lana's statement is a dramatized cliché (Gilbert 45). The play ends

with closing statements by the prosecution and defence attorneys, whose roles
are

played by all three characters speaking in turn. The prosecution deman?s.death

sentences-even a burning at the stake-from the audience-jury, saying this is nec-

essary in order to protect society's white picket fences and nuclear families.
The de-

fence, on the other hand, says, "[t]o condemn these men is to condemn everything

brave, alive, and dangerous in ourselves," wrongly referring to the drag que?ns
as

essentially men (Gilbert 48). The attorneys' direct address to the audience
signals

the convergence of the problem play genre with the courtroom melo?a.ma. The

trial sequence then ends without an authoritative ruling, as is characteristic
of the

problem play, and judgement is reserved for the audience. Peter Brooks
sees ID

melodrama:
'Thelogicoftheexcludedmiddle': rightversuswrong,notasenseof
thenuancesbywhichtwopolarpositionsimplyoneanotherandmove
toward each other dialectically.[ ... ] we do not see compromise or

gradual development, butratherpolarizationandthecompleteundo-
ingofeviloritsutterconversion. (Roche251)

::;:::::n?:::;;so;a;:i:::a:b:;:;u:?; ::e:et?:r:?::?:?.:e.?:?:::
the audience. Marlene says, "they're not our problem. They should be

able t_o lea\';

the theatre by themselves"; then, in unison, the drag queens sing the
last lines 0

the play: "[g]et ready for the judgment day" (Gilbert 49). In the ?roces_s
of

exp;:;

?'!!1::?!:?;??:t!:?a:n::::e::::t?:0::?:?:: ?:s·?!:0::!:r:.b,
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the high priests of America" (Kushner 221). In some stagings,_t?e

angels
??;a:on

their final scene dressed in judicial robes, creating the apparition°?
elu

f prior.
·

of a celestial courtroom (Furst 2). In this light, the medical pardoning
0

a central character, constitutes a legal pardoning in the Angelic alternate reality.
This action averts the play from tragedy and into a vague call to arms for a new
social world. Prior tells the angels that they should sue God: "[s]ue the bastard for
walking out. How dare He" (Kushner 264). In hell, Cohn takes up the defence of
God, planning to return to his old immoral practices of bribery and lying. Cohn
will try to withhold justice from heaven and earth, but outside of the Republican-
dominated courtroom, it seems that the angels might have a fair legal fight ahead
of them. In the epilogue, the characters' discussion about making a leap into the
unknown mirrors the freedom that Kushner gives the audience to judge how best

?I??ifiiff:fJIi?}\t1Yi§f§jiift}l?Ii1
??;f;i?i;?f:?:?;ffüi?'.l?gf±1t:1f?;f:;??fü?
for a theory, but you have to have a theory" (Kushner 278). Ultimately, Kushner's

su?gests that the play does not endorse unconditional support for Darren. His

:0:e?::??:::;;?;:?,i?:????:ae::?:;;?t!r::t?:::::::1 :::::h?::
?.::\:????/?::??t::e??!:; ?:;t :;;;;:a??

implicitly given when he told

After Shane killed Davey with the pitch, the question arose: under

whose jurisdiction does this event fall? [ ... ] there was some sense

thatthiswasnotwildness,thiswasmurder. (Greenberg95)

:h:oc:::c:::::?:ul??t:?:i:r?ci: ;::?:n?:?::?:;:!e ?:cc:?;:??;,::c:·::?
the legal system are noticeably absent, and Shane is expelled from the baseball



league. Kippy then comments, "[t]hough with pitching the way it is these days ...
"

(Greenberg 108). This trailing off suggests he does not believe that Shane's expul-
sion will be permanent. Shane is subsequently arrested for shooting milk bottles in
a convenience store; while killing Davey in the course of a private game apparently
does not violate ethical principles, shooting private merchandise ironically does.

Darren wishes to leave baseball but is constrained by financial necessity, while the

events of the play have not affected Mason's love for the sport. The baseball sea-
son ends, and Mason says in the last line of the play, "[w]hat will we do till springi"

(Greenberg 116). The characters are trapped, either by choice or necessity, within

a social structure that desperately requires amendment. The central dilemma of
this problem play is the inverse of Kushner's. While Kushner focuses on how to

revitalize the American polity, Greenberg focuses on the reconciliation of queers

with the r.esidual homophobia that e?sts in a changing American society ?hat has
only norrunally accepted homosexuality.

8 and the Shifting Queer Problem Play

8 presents a divergence and a potentially seismic shift in the performance

poetics of queer courtrooms insofar as it involves a substantial change in the rela-

tionship between judicial systems and queer individuals and community, as well as

in the role of the audience in casting judgment. 8 portrays the closing arguments

of Perry v. Schwarzenegger (2013), the federal trial that led to the overturningof

Proposition 8, an amendment eliminating rights of same-sex couples to marry 1J1

'.;,?i?::::i;??r?: :ew:i:???:??:t7!:e??;,ts:b::::::?n;::::??: :;
plaintiffs, defendants, and proponents involved. Because Perry v. Schwarzenegger

was not broadcast on television, the play attempts to bring the events of the
tnal

into the national debate on marriage equality. The play also interweaves
scenes

of the plaintiffs and their children as a means of showcasing the function of this

normal-seeming family.
Unlike the plays previously discussed, 8 presents a judicial system througn

which LGBT subjects can attain their rights and justice. In the first scene of
the

play, before the trial sequence begins, Kris and Sandy ask their children,
S?encer

?::;?:???\th2.;:?:r!::r:•:::?::;;;n:r::??;???::h1::?::?::i:?;;,?
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homosexuals are a minority that requires protection under the law.2 Olsont?'

"[w]e are talking about a group of individuals who meet every on? of
the stan

:a:
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of LGBT rights that is able to override the majoritarian social courtroom of the
ballot box in order to protect minority rights. Departing from earlier queer plays in
which legal courtrooms blindly allow and enforce discriminatory laws, 8 presents
a court that involves itself in policy-making matters to correct what it views as
injustice against queers.

Unlike Drag Queens on Trial, 8 does not depict the dichotomies of "guilty"
or "not guilty" and truth or falsehood as part of a legal structure that is meant to
deny LGBT subjects legal rights. The trial format and structure that champions
logic and truth disadvantages the proponents of Proposition 8. Witnesses defend-
ing the ban on same-sex marriage cannot structure their arguments in any cogent
fashion that conforms to the hard logic and search for facts required by the court.

BOIES:Haveanyofthescholarsthatyou'vesaidyoureliedonsaid
thatpermittingsame-sexmarriagewillcauseareduction inhetero-
sexualmarriage?That's"yes," "no,"or"ldon'tknow."

BLANKERHORN: Well, I know the answer. The-- I cannot answer you
correctlyiftheonlywords I'm allowed4tochoose from is "yes" or
"no."lcang·veyoumyanswer·naverybr'efsentence.

JUu??E
WALKER: If you know the answer, why don't you share it with

BLANKERHORN:1--Well,lwouldbehappyto,buthe'sonlypermitting
metogive"yes"and"no."1--And--lcannotdothatandbeaccurate.

WALKER: Heisgivingyouthreechoices: "yes," "no," "I don't know."
(Black)

The play highlights the lack of empirical evidence and clear argumentation on the
part of proponents of Proposition 8. Black characterizes judicial institutions as

capable of revealing faulty logic, as attorneys successfully expose the fact that even
th? ?efence's witness, Blankenhorn, supports same-sex marriage. Boise reads the

??{:???:l?:;;;:::?;;;?'.e7?:::::fiu::ri:;:!:r:t:;?f:?:f::;
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to the structure of the court, saying

Whentheycomeintocourtandtheyhavetosupportanddefendtheir
opinions under oath and cross-examination, those opinions just melt
away. There simply wasn't any evidence. There weren't any empirical
studies. It's made up. It's junk science. And it'seasytosaythaton
television,butthewitnessstandisalonelyplacetolie.Andwhenyou
come into court, you can't do that. And that's what we did. We put
fearandprejudiceontrial.(Black)

1iig?i1??:1?t?Jfffüt?lA{?Jffr{?JggJE?



example of fair public discourse. ln 8, judicial processes and structures are advan-

tageous for LGBT subjects seeking to establish their rights.

Though 8 is a work of verbatim theatre that is partially based on transcripts
from the trial, Black does not sacrifice artistic intent in the spoken words of the

play. Black's choice to include or exclude those elements as well as his writing of

scenes outside of the trial context allow him artistic license in crafting the message

of the play. ln fact, 8 contains several elements of the problem play genre, in-

cluding an emphasis on audience judgment and the presentation of a contentious

moral issue for the community. Near the end of the play, a reporter says,

On August 4, 2010, Federal Judge Walker ruled unequivocally that

California'sgaymarriageban,Proposition8,isunconstitutional.[ ... ]lt
wasthebeginningofwhatpromisestobealongerstruggle,andone
destinedforthiscountry'shighestcourt.(Black)

The play then ends with the two gay couples explaining why they want Proposition

8 to be reversed: they want to be married like other Americans, bequeathed with

equal rights and protections, and able to enjoy their own nuclear family units. This

adamant message in favour of same-sex marriage illustrates the existing discoa

nect between the theoretical potential and political promise of queer theory and

the actual experience and desire of LGBT subjects. Unlike the works of Gilbert,

Kushner, and Greenberg, which broadly critique American social and legal
struo

tures, 8 is part of an assimilationist, equal-rights agenda. According to Sara Warner,

Homoliberalism names the quest for acceptance, legitimacy, and

formal equality through a pragmatic program animated by individual

economic interests, a privatized sexual politics, and a constricted

notion of national-public life. A ruse of parity and inclusion,

homoliberalism allows for LGBT representation without a significant

or meaningful redistribution of material and cultural resources or a

transformationinthestructuresofpower. (WarnerZ)

8 has openly attempted to characterize itself as a mainstream play. Its Youîub?

;::'t;i:?c?:!e;:.?::r;;,::?es :?:k:::::e?::::t:; ???:??.?:?:!:i;I??;
families implies that the play is trying to appeal to as broad an audience. as possible
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Divergence or Shift?

In Drag Queens on Trial, Angels in America, and Take Me Out, unresolv;:.

endings paired with the presentation of hollow judicial systems that
serve as

çades of hegemonic power give the audience the role of ultimate arbiter of justice,
judgment, and morality. On the other hand, 8 presents a more optimistic appraisal
of the potential of judicial systems to actas queer-friendly social forces. 8's faith
in judicial institutions and the play's unambiguous endorsement of same-sex mar-
riage suggest a potential shift in the poetics of queer problem plays away from the
moral ambiguity and complexity that empowers an audience as jury and towards
a moral simplicity, realism, and "homo-liberalism" meant to foreclose audience
?ebate. As previously mentioned, Shakespeare's comedies always ended in mar-
nage and his tragedies in death. Gilbert, Kushner, and Greenberg's works all sub-
v?rt that duality and decline to give audiences such definitive endings. 8, which is

directed at the American polity and the U.S. Supreme Court, requests the forging
of a new path in queer dramaturgy: the creation of traditional theatrical comedies
thatcanendinmarriage.

ambi;??s PP?:??!?t::??y! !: ?:::?:r:1:? :o:???;;,et?eP:::;?!:t:s':a:ea:t?u:?
rently being made to the socio-sexual system do not necessarily equally benefit the
gro.ups that fall underneath the category of "queer." It is possible that only gay
whit? ?ales ensconced in their cocoon of homo-liberalism are discarding moral
?mbi?1ty in drama. Regardless, I hesitate to declare that the queer problem play
ts a thing of the past. Drag Queens on Trial, Angels in America, and Take Me

??:::e:?::;o:?::;;:e:!',e:::h:o:::;:;:lfs;;::ty:;:?:? !? ?!:::::::.
Judicial rulings that disadvantaged gays are a reflection of that, just as United

:!:;,:e:::s:;??:??'.:7!?:?;.??e::::zr::; ,:c:;.':!n;=;::
LGBT nghts groups remain singularly focused on obtaining marriage equality in all
fifty state_s and across the world because they perceive this as one of the final steps

?::?et?:?:::: ::h :s::.??::??::e?::ti:!1:;,!!::c?c;::;::u:::e s:•,:?::
non of that question" (qtd. in Styan 65). When the struggle is between man and a
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that of the

Endn.otes

l.lnJune2013,theU.S.SupremeCourt 2. Lawrence v. Texas (2003) reversed
rendered its verdict in Hollingsworth v. Bowers v. Hardwick ( 1 986) in which the U.S.
Perry(formerly Perry v. Schwarzenegger). Supreme Court upheld the constitutionality
The Court upheld the Ninth Circuit ofstatebansonsodomy.

:??;?:it?:?t8.altered the original ruling:



The Channel

. Works_Li1e.d

J.M. Balkin and Sanford Levinson. "Law as Stacy Magedanz. "Public Justice and Private

Performance." Law and Literature 11, Mercy in Measure for Measure." SEL:

no.2(1999).pp.729-751. StudiesinEnglishLiterature1500-

•
NeilBartlett."GayTheatre."lnThe 790044,no.2(2004).pp.317-332.

Continuum Companion to Twentieth Arthur Wing Pinero. The Social Plays of Arthur

CenturyTheatre,editedby.Colin WingPinero,editedbyClaytonMeeker

Chambers. New York: Continuum, Hamilton. New York: E.P. Dutton, 1917.

2002.pp.304-7. Mark_WilliamRoche. TragedyandComedy:

Thomas Bateman. "Rights Application A Systematic Study and a Critique of

DoctrineandtheClashof Hegel.Albany: State University of New

ConstitutionalismsinCanada." York Press, 1998.

CanadianJournalofPoliticalScience Savrân.David, "Ambivalence,Utopia,andaQueer

31 (1998).pp. 3-29. SortofMaterialism:HowAngelsinAmerica

Dustin Lance Black. "8:APlayAboutThe ReconstructstheNation."TheatreJoumal

FightForMarriageEquality."Online 47,no.2(1995).pp.207-27.

video clip. Youtube. Youtube,3March WilliamShakespeare.MeasureforMeasure,

2012.Web. 3Apri12013. editedbyN.W.Bawcutt.Oxford:

Peter Brooks. "Melodrama, Body, Revolution." Oxford University Press, 1994.

ln Melodrama:Stage, Picture, Screen, George Bernard Shaw. TheQuintess?nceof

editedbyJackyBratton,JimCook, lbsenism.NewYork:Brentano's,1913.

andChristineGledhill.London:British AnniSt."WilliamShakespeare'sTheMerchant

Film Institute, 1994.pp. ll-24. ofVenice:Comedy,tragedy,or

Richard Dietrich. British Drama 7890-19,50: problemplay?"Dissertation.München:

A Critical History. Boston: Twayne GRIM Verlag, 201 O.

Publishers, 1989. StephenSadlerStanton.Cami//eandOther

JoshuaFurst."EarthboundAngels:Kushner'sEpic Plays.NewYork:HillandWang, 1957.

Drama Returns to the Stage." The Jewish J.L. Styan. Modern Drama in Theory and

Oai/yForward.23November2010. Practice.Cambridge:Cambridge

Sky Gilbert. Drag Queens on Trial:A University Press, 1981.

Courtroom Melodrama. Toronto: Michael Warner. The Trouble with Normal:

Playwrights Canada, 1998. Sex,Politics,andtheEthicsofQueer

Richard Greenberg. Take Me Out: A Play. New Life. New York: Free Press, 1999.

York:FaberandFaber, 2003. SaraWarner.ActsofGaiety:LGBT

Henriklbsen.FourMajorPlays,editedby PerformanceandthePoliticsof

Rolf Fjelde. New York: New American Pleasure. Ann Arbor: University of

Library, 1970. Michigan Press, 2012.

"I tell and finger it like braille":
Poetic Creation and the Narrativization

of Historical Artefacts
by Christy Frost

TonyKushner.AngelslnAmerica:AGay
FantasiaonNationalThemes.NewYork:
TheatreCommunicationsGroup,2012.



H;??:!:: :?u::;:p::e?L??:;;:1:: ?o::et::::::e:??:;e:;t?
600 years/ the ivory thought/ is still warm" (73-75). Purdy's

speaker begins his

lament for an extinct people by describing the only part of their
culture that he can

hold in his hand: a material artefact. Similarly, the speakers of
Robert K.roetsch's

"Stone Hammer Poem" and Seamus Heaney's "Harvest
Bow" create narratives

about the past by contemplating historical objects. All three
speakers are also e_x·

plicitly either poets or artists. Kroetsch's speaker describes how
he "write[s] I [his]

poems" (148-149), Heaney's speaker aligns his written poem with his father's era&·

ed "harvest bow," and Purdy's speaker implies that he is a
bard or a writerwhenhe

calls his poem a "lament." Through these speakers who are also artist
figures, the

three poets explore the ways in which artefacts create a
transgenerational human

history of which the poets themselves are a part. In dramatically
different poenc

styles and lyric voices, the poets depict the movement
of material things through

:::::::t?e;h?u:;:::th?:r!;s? ,?;:.;::?s?2??;::?; :?;::':;:;?
objects allow individuals to convey their thoughts to future

generations. Moreorer:

Purdy seeks to establish continuity between himself and an extinct people.
Bi

aligning himself with the Dorset carver-whose thoughts Purdy
believes he ca?

access through the swans-Purdy suggests that his own thoughts
will be keptaliie

??:f?::?1::i?:?i?::?:=i?!=£i[??:?£:::!:i
:a:;:
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control his authorial_ role gives him over lis poetry's meaning. Rather?\?,:':
up his thoughts as his art's source and centre of mearung,

Kraetsch un g

self as just another shaper or carver of a source material
that is

a million
years older than
the hand that
chippedstone.(32-35)

In "The Harvest Bow," Heaney suggests that rather than establishing causal links
?etween past and present, narrative art can weave together strands of the past
in order to transform and preserve them for the future. Unlike Kroetsch, He-

?;tf?ff?l]iff![f}}(f;fiI?É3i]?¥???ttf.I?
stable as they move through time.

hlsto:?fti;::::.:?t:u?:t;?: i::;;;e?;::a?;t::ra;pi;:;!::b;;r f:;k?:
pleasure move through time with their owners and connect one generation to the

:;x??::l?? ?:?:,t 1!:a:::i:?n;:?e::;;:?:::n:!: ;?:P??:??:::c::????
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;orld w?ul? not be possible at all" (94). For Arendt, objects allow people to estab-

f
sh conti?mty between the past and the present and they prevent each generation

i:::1?;::EEi???!?}??E;?:;::???:r::'?:t:e:::J:;:?
suppo_se?ly singular thing plural, both physically and temporally" (20). While this

tune but also by being used. Carl Knappert notes that in certain cases things
do not

stand apart from humans and that "all tools entail some degree of psychological

??i;;??ltiI????tfEil?r???J??t?Jfi:??Êt.?



thing-character" of the world can create enduring public space and realizing that

each generation changes the very things it relies on for its connection to the past.

By interacting with objects, the poets gain a sense of themselves in relation to the

past users and makers who shaped the artefacts. Moreover, by understanding how

material artefacts condition their relationships with the past, they imagine how the

things they make will endure and create a cultural world that will exist for future

generations. When constructing a historical narrative around a material object, the

poets must take into account an artefact's paradoxical nature, both stable and con-

stantly changing. By creatively filling in the gaps in the objects' histories, the poets

demonstrate that they are not simply passive readers of the objects' histories but

also artistic creators in their own right. Furthermore, in all three poems, the
writ·

ers in some way align their own poetry with the material objects they describe. By

identifying their poetry with historical artefacts, the three writers use their
narra·

tivization of these artefacts to articulate their beliefs about the nature of their own

art and its ability to connect with future readers.
In his book Untimely Matter in the Time of Shakespeare, Harris suggests

that we can understand historical artefacts as palimpsests. In its original sense a

palimpsest is "a writing surface on which the original text has been effaced
or

partially erased, and then overwritten by another; a manuscript in which later
wnt-

ing has been superimposed" (OED), but the word can also be used to describe
"a

thing likened to such a writing surface, especially in having been reused or
altered

while still retaining traces of its earlier form; a multilayered record" (OED).
As

:?:::?r:?::f:?tsd;?::n:h::!:;:: t?:eb;:o::c:b:?d?:::,:??:0::t,;:
many shaping hands introduce into an object multiple traces of different

times"

(20) suggests that many different marks can be inscribed on an object
withoutcan-

:::?:te;•:?::?:,?;\:h:::.:?;?e:ne??ir::t::?,?:::?;?\c?:;::,:r::\
it is often the "reader" who chooses how to understand the traces' interacnons

Understanding an object as a palimpsest helps reconcile Arendt's idea that
objects

:;:?d1:?:?1::.?k?1:::?:; e?::;';?:;,:-;;:,°;ec?:?::h?::;:??·??;;,?::
pass through its hands. A palimpsest is simultaneously an enduring

material thing

that helps create a permanent social world and a radically unstable surface on

which multiple people can inscribe different meanings. f

In their poems, Heaney, Purdy, and K.roetsch all register an awa?e?,ess 0l

the ways i.n which a material object can function as a palimpsest,,rhat 15

?::,:.5

both physically and temporally" (Harris 20). In "The Harvest Bow, Hea?e? the

attention. to the way that the harvest bow is "temporally" plural b?, d.epi:?; 00

bow at different moments. In the present the speaker has the bow
pinn : ,,

??r.:;?::?:;·;h??h::e?; ??: 1:s;:r?::::,,[??;.'x:?:;? ??ec:::.g'?,

harvest bow to a "drawn snare" (28), Heaney points out the object's own ability
to capture traces of the past. Heaney's speaker also demonstrates how he can read
the traces on the harvest bow when he "finger[ s] it like braille" (11). Similarly, as

?:?1.??:??:?f:::·?:::\:?:1;:;!o;?:?1:Ef?f?:::::J???;f?:::
and focuses only on how the oldest traces can help him understand the Dorsets'

;;?:};e;;,;,?ft2::??r::!:?:E::?f?:?:!:::f!:?:?[}?!:i;hfi
this stone maul
was found.

my grandfather
thought
was his (38-43)

?::e??:n£:; t?e s;;?e:i:t?;::;,:p::;????:::{,1:;:a!:: :??:!) t: ::;?
the traces of the past left on the object in order to know "what happened" (72).
Kroetsch's speaker, however, makes that desire ambivalent by wishing to "know
(not know) I WHAT HAPPENED" (75-76), which suggests that while he wants

?rdy and Kroetsch have greater freedom than Heaney to exercise their own po-



"lament" and "poem" in their poems' titles, Purdy and Kroetsch draw attention to

the fact that their poems are not simply factual depictions of objects but also cre-

ative works of art. The titles suggest that the poets want readers to focus as much

on the poems themselves as on the objects they depict.
One way in which the poets actively respond to the "illegibilities" and "voids"

in their objects' histories is by creating narratives. Fludernik claims that "the hu-

man brain is constructed in such a way that it captures many complex relationships
in the form of narrative structures, metaphors or analogies" (1). "[N]arratives,"

she says, "are based on cause-and-effect relationships that are applied to sequences

of events" (2). While all three poets do attempt to understand the relationship

between the different temporal traces on the objects through some kind of
narra-

tive form, the poets are not all equally invested in illuminating causal links. Because

they are creating narratives about the past, however, the question of how the past

became or caused the present provides at least a minor subtext to each poem.

At first glance, Purdy's poem seems very concerned with cause and effect.

By contemplating the "carved ivory swans / all that remains of the Dorset giants"
(2-3) as well as the "voids" present in the Dorsets' history, Purdy's

speaker seems

to search for the cause of the Dorsets' extinction. Near the middle of his
poem he

imagines the Dorsets themselves asking his own questions: "what's wrong?
What

happened?" (26). The speaker acknowledges that he cannot know the true
cause of

the Dorsets' extinction; he first advances the theory that "they couldn't
compete

with little men / who came from the west with dogs" (18-19) and then immediately

undercuts his own tone of certainty by adding "or else in a warm climatic cycle

/ the seals went back to cold waters" (20-21). As the poem progresses, Purdy's

speaker does not seem overly disturbed by his inability to determine the ?actual

cause of the Dorsets' extinction, and he allows himself the freedom to imagine the

story of the last living Dorset. When he describes the last Dorset and co?ents,
I

"let's say his name was Kudluk / and watch him sitting there" (51-52), he signals to

the reader that he is aware that his account is fictional. He also believes, howev.er,

I

that his poem in some way allows the reader to "watch" the past. Purdy's
speaker

??!?:?s ?:?!?::%?:, ??::::,:n?:0::?:rb?::=?;?:d::;:::?,:?:::
of hunger" (69), simply waits in the "beginning darkness" (68) until

"after a while

wind / blows down the tent and snow / begins to cover him" (72).
Purdy's speaker, t?ough, does not see? able to resolve. the large???e;;?

:!:??::a:::!e;:?;:?? ::i:?:!e;;rcc::?:?:?::?:;;?:;;,,0?3?? when t'

f£:;;?::?:f?:}:::??:?;c?:;ff;::??r,:;::f=??2
:::;:dt:: i?;?:ts;u::::i: ;?!:i?o::t??=a??: :i:::s::e ;::;., (34-ll), he

expresses doubt about the ability of the imagination to bridge the gap between the
Dorsets and himself. At the beginning of his poem, Purdy's speaker presents the
Dorsets as radically different from "twentieth century people/ apartment dwell-
ers" (30-31). Later, when Purdy's speaker imagines the Dorsets as the "last great
reptile" (42) and "twentieth century people" as "a mammal the size of a mouse"
(43), he draws on evolutionary imagery to portray the Dorsets as a species unable

;:r??:r??£?:i:i:::::Et:l:?;?;?t::ti:??:I::?:??:ts:e;:ti::s::.s
In Kroetsch's poem, the speaker is similarly unable or unwilling to construct

a causal sequence. Instead, he presents a non-linear narrative that imagines his-
tory. as a series of unconnected accidents. The numbered sections give the poem
the illusion of linearity but do not deliver a straightforward chronological devel-
opm?nt. Robert Leeker suggests that "any account of Kroetsch's aesthetic must
consider [the] 'play of possible meanings'; it must balance the impulse to find
coherence with the knowledge that such coherence can never be found" (124).

?:t;?{[e??;::.?:r?;: t?::;:ii:;i.:?l??:?1;;,,??:;::::;::1?s?

???;?:îf??:?????;;ift??{}ti?IÊiîl1??i
;.:t?:e?:•;l:?0;on?:•:t :!o;:ei;;;?e:?r:::,? (z??;?;. ?:?:?L:n:e?:,:::gi::,:
this stone maul I was found. / In the field" (38-40) and still later how his "grand-
fath?r I lost the stone maul" (108-109). The repeated emphasis on losing and

::!"!:!e:::;; ?:?;:os::pt;e:?g:nan;h?0s???:?:::;:s:.5 !.;::::!:??!?
a_story about the stone that delivers "coherence" (Leeker 124) because the stone's
historyhastoomanyvoids.

ftiïi???I;If?ilf?tti!t1;I?iJJ!t?
?ay play the role of narrative god as he confidently describes the

movement of a

piece of land through a series of owners-



gaveittotheQueen
(foraprice)who
gaveittotheCPR
(foraprice)which
gaveittomygrandfather
(foraprice)who
gaveittomyfather(92-99)

-yet Kroetsch also rejects a "deterministic" narrative of history by highlighting
the sheer randomness of the stone's movement through time.

While Heaney's narrative does not explicitly map out relations of cause and

effect, Heaney's speaker is nevertheless interested in understanding his relation·

ship to the past and to his father. Unlike the speaker of Kroetsch's poem, Heaney's
speaker seems to hope that "experience can be ordered through narrative design"

(Leeker 127). Heaney's poem can be seen as the process of the speaker ordering the
strands of his past into something he can keep. Heaney's "plait[ing]" (1) together
of complex rhymes and half-rhymes mimics his father's act of "plait[ing] the har-

vest bow" (1). The poem's title further suggests that Heaney's speaker wishes to

align his own poem about the past with his father's art. Coventry Patmore's idea

that "the end of art is peace" (25), which Heaney's speaker quotes at the beginnmg
of the last stanza, comments m different ways on his approach to preserving lus

childhood memories. On one level, this line suggests that he is meditating on lus

father's death-his father whose hands "harked to their gift and worked with ?ne
intent" (9). The Patmore quotation also highlights the speaker's belief that creat111g

narrative art can help him make peace with his past. The speaker's added comment

that they "could be the motto of this frail device / that I have pinned up on our

deal dresser" (26-27) undercuts this belief, however. The speaker places himself
at

a remove from this idea of art making peace possible; he has pinned up the harvest

bow, but he does not claim the motto wholly for himself.
,

Despite his ambivalence to the idea that art can create peace, Heaneys

speaker seems to present the harvest bow as a model for how to relate to the past

g0I0jiil?*tfffiiËfüît?I?f:ifg?;?f:?ftl?Ë
the speaker narrates a story about a childhood afternoon he spent with his

father.

The speaker does not imagine the past as a causal link that is clearly separate
from

?:: ;::s;:??:t;:?:g: t:m?:;:.t??j?;;obr° t:?'!?!i:: :;::e:0::??:!
the past as something that must be transformed into art before he can

expenence

"peace" (25). He appears t? suggest that if he does not gain peace th?ough mat;;

:?.:::::;:e:i::::?::???e ;:??Ys:?e:;??t;?:?;:::::t0?;:;::e::,un

past's disruptive power.
Bywriting in the voices of speakers who are also poets, Purdy, Kroetsch, and

Heaney all work through issues regarding their own poetics. These three poets at
least partially reject the idea that they can establish clear causal links between the
?ast and the present in their narrativization of historical artefacts. This rejection of
linear cause and effect is reflected in the lyric form of these three poems. A lyric
poem typically does not rely on linear narrative and is "uttered by a single speaker,
who expresses a state of mind or a process of perception, thought and feeling"
(Abrams 201). Moreover, Heather Dubrow points out that "lyric has traditionally

ftff?!fI1:tl{?g?]f??ëg;gffil??:?fg??t!;
t? _communicate their thoughts to future generations. Furthermore, the poets po-
sition themselves in relation to past makers of artefacts in order to define their
own _authorial roles. Interestingly, they do not place their writing or their roles as

:???::::?:,:. !? ?i,::;:::s?:?:;e:;:??: ::??:!; :i:ep?:;::?;, ?:s?
users _of artefacts as they attempt to articulate their own poetic values. The poets'

:; :!::::?:?;'.t:st!;.,o::e::y •s:!:ti'th::s::ti;:::: .;??:? i:?::?ti::;
material objects, become ways for the poets to think about and define their poetry's
functions.

"' ?or example, even though Purdy claims he cannot understand how to

unagine [the Dorsets] in the past" (35), he highlights similarities between himself

=??a?7;s:;t?·?:e:?:.???;t?li!;s?:s !::;.:·:?!=? !? :::·?::t::
?ere" (51-52), he describes how Kudluk carves the swans by "taking them out of

hi? mind I the places in his mind / where pictures are" (55-57). Purdy's visually-
onented injunction to "watch" his created scene suggests that Purdy also sees his
art as the act of creating images from the "places in his mind I where pictures are."
Moreover, when he describes the carver "selectling] a sharp stone tool I to gouge

?i::e??·;?:n ;h?e;:,?:;?l??:;i:?:??:ttern
of lines" calls to mind the

transmitting
his body's weight
frombraintoarmandrighthand
andoneofhisthoughts
turnstoivory(62-66)

;?:B?:?I::5???;?;??E:?:?:;::?;.;:t?::Jti1:::?2 :;??;:2



dent life that can be preserved in objects external to the mind. Purdy
feels he can

access the Dorsets through their "ivory thought[s]" (74). For Purdy, art offers

a possible solution to the problem of how to establish continuity between the

Dorsets and the "twentieth-century people" (30) and how to "imagine them in the

past"(35).
By aligning his own act of writing poetry with the Dorset's carving,

Purdy

attempts to define his poetry as something permanent that will outlive him. When

Purdy describes twentieth-century people as "executives of neon death/
war mak-

ers with things that explode" (32-33), the poem's violent imagery suggests
that he

fears that "twentieth-century people" (30) may be in danger of extinction.
Because

of his sense of impending doom, Purdy wishes to see his art as something
that can

turn thoughts into a kind of indestructible ivory that will be legible even
"after 6?0

years" (73). He wants to appropriate the immediacy of the thoughts that
are ".still

warm" (7 5) in the carving. His disregard for any traces on the
carving that rmght

obstruct his access to the Dorset's thoughts, however, implies that
he does not

want to imagine that future readers could change or obscure his poetry's mea.?g

by interacting with it. At several points in the poem Purdy has an
idealistic visicn

of pure, unencumbered communication between the maker and reader
of a m?te-

rial object. By focusing on his own creative role in imaginatively
re-constructing

"Kudluk's" life, however, Purdy partly undermines the idea that poetry
can com-

municate a perfectly preserved thought to someone in the future.

and c:,:?: ::::s??=?::=.;?e?J;:,::;:eo?:?::;;:e::'?:.e??=;
title, blurs the line between the poem and the object and suggests that the .work

can be read as a poem about the evolution of either the hammer or the
poem itse'.f.

Kroetsch most explicitly establishes this connection in section seven
when he says,

:h;h?0s::ne
chipped and hammered
until it is shaped
like the stone
hammer,themaul. (77-82)

;::?;, ::e;t;?;:::1 :?:t:.:???:???s?:?::,:?::::.:?;:: ;?!:,?;

::a?? ;?:aiJ?1:?e::et!:::??:;:e)?:r;::?8??}??0;?:c?;:e;.o;:;
e?::p:

!°o,g:::eta:tt?:,t;!:;::sth:e:??; ;?'!?si;n?: ::ti::i:??ghligh•
in

the stone:

the rawhide loops
aregone,the

The Channel

handisgone,the
buffalo's skull
isgone.(7-11)

As mentioned earlier, Kroetsch's poem's "illegibilities" and lack of temporal se-

::?c:re???a?he;:;e:v:?;:::?::::??rtr;:::,:t;:t:::;;:?t5 s:?ttfor-

smellingalittleofcut
grassormaybeevenof
ripening wheat or of
buffalo blood hot
inthedyingsun(143-147),

::er;",:'!,°:0 !::£::?:;?;::;!:?es:cs the way Kroetsch's
poem some-

:! :?:::::?;?;;?:,?:?:??;1;::=??:::?5::;;;:::;;?
mg the stone hammer, Kroetsch emphasizes that the stone existed long before the
people who appropriated it:

it is a million
years older than
the hand that
chippedstone.(32-35)

t;J???l:?:i:E:;::?,:tfif:i?i????::E;?:.?;:;;;:::?
of people who owned the field but "who did not / notice that the land / did not
belong" (88-90) to the personwho sold it to them, and in section ten he talks about
thestonebeingfoundin

my grandfather

:aosu?i:t

my father
thought was his. (40-45)

By placing himself at the end of this progression of people who thought
they

0:'7ned the land and then used the stone they found on it, Kroetsch suggests
that

?5P::???ti::::?::t:t:: ·;:::::!e?:i::?=?: ??:?: !?e?:??si: ?::t?::
:?:o?f???::: !0::?::L:::;?::::?:::;:n?:?3,t?;et?::?;::?::;?:



hammer and as the creation of a material artefact-the poem-that in some way
resembles the stone hammer. Kroetsch imagines his poem as a material artefact

that, like the stone, undergoes a process of being "chipped and hammered" (79).
Thus, he suggests that his poem is made out of material that he too has appropri-
ated from a land that he mistakenly believes belongs to him.

By comparing his poem to the stone, Kroetsch demonstrates a radical am-
bivalence to his own creative process. Unlike Purdy, who imagines that an object
or a poem can be a materialization of its maker's thought, Kroetsch imagines the
poet or maker as someone who takes a pre-existing substance and "chip[s] and
hammer[s]" (79) it into a new form, or as someone who simply inscribes new
text on an already existing palimpsest. Moreover, his emphasis on his father's and
grandfather's assumption that the land, and by extension the stone, was theirs sug-
gests that Kroetsch suspects that the artist may suffer from the misconception that
the words or ideas he finds and uses somehow belong to him. Kroetsch's associa-
tion of his poetic process with the shaping of the stone further mocks the idea of
the author being "a kind of god who can create a world from nothing by giving

it voice and form" (Leeker 127); the hammer is created not by one craftsman's
thoughts but by a multiplicity of hands acting on a stone

old as the last
Ice Age, the
Retreating,the
recreatingice(Kroetsch47-50),

Kroetsch ev?n acknowledges the artistic agency of the ice in "recreati?g" the

stone. Moreover, the poem's preoccupation with people losing and finding the

stone suggests that Kroetsch believes that rather than being an original work of

art, his poem may just be a re-shaping of old ideas and images that other people

have discardedor"lost" (109).

t{?ftg?{:?t:jg?:?:eg:ffJ.ff.?i?i?;;;:.?f:??
:::::; :::::: ?::•h:?:;::;:;?:t::t:; ?:=s?:;???/?:ti::p?::;:;:;;
mellowed silence in [him]/ in wheat that does not rust" (2-3). Heaney ??so ??e:;
to believe that decorative art like the harvest bow can allow someone to s'?e

13\\n
the past, but he suggests that he must choose to "spy into its golden loops (

d
order to re-live his childhood memories. When he is not "spy[ing] into its go?

en

loops" and it is simply "pinned up on our deal dresser" (27), the harvest bow
oes

not communicate but is simply "warm" (30). In his interactions with the har:t

?:: ?e,??ri(:J ?r,??e;g:;?hi?s?:?::::;? ???:??n;e;:;n:n:db:ft?: ::1;;1:,:

The Channel

(11-12). Heaney imagines that the harvest bow has an unarticulated, "unsaid" mes-
sage that is "palpable" to those who can read it properly. By describing the harvest
bow both as a kind of text to be read and as something that can be pinned "in
your lapel" (18), Heaney suggests that art can serve a decorative purpose while
simultaneously containing readable traces of its past maker, like the ivory swans
that communicate the carver's thoughts to Purdy.

By aligning his poetic practice with the making of the harvest bow, Heaney
suggests that the poetry he creates can be decorative and beautiful while still of-
fering a deeper meaning to attentive readers. Just as the wheat that "brightens as

it tightens twist by twist" (4) can be both "a knowable corona" (5) and "a throw-
away love-knot of straw" (6), Heaney recognizes that his poem may be read as a
meaningful re-working of the past or as a transient token to be discarded. While
Heaney does not have Kroetsch's sense of the multiplicity of hands involved in
s_haping things or poems, he recognizes that as a thing or a poem moves through
t:l.?e, people read its value and significance differently. His own interaction with
his father's art, however, gives him hope that future readers of his poem will also
"finger it like braille" (11) and "glean the unsaid off the palpable" (12). Perhaps he
?op?s that the reader will "glean the unsaid" off the many un-interpreted images
mhispoem.

In all three poems, the speakers attempt to understand the dual nature of

:?:::?:?t?t;i:!::;:?1???:::;?:2?;:?;:;:::.::??::???;;?
??agine how their work will survive into the future. For all three poets, narrativ-

:::::1;:;::e:r::£?iwf:??;;::t.?::;::???;;;;ni;;;:;1!
art's ability to preserve a pure "ivory thought" (74); Kroetsch, on the other hand,
accepts that many other hands may be involved in the shaping of his poetry, and
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Closure, Copia, and Commonplaces
Three Meditations on Rhetorical Technologies and
Discontinuities in the Conclusion of King Lear

by Aaron Golish



Theweightofthissadtimewemustobey,
Speak what we feel, notwhatweoughttosay.
Theoldesthavebornemost, wethatareyoung
Shallneverseesomuch,norlivesolong.

With these two couplets Albany, or if you prefer, Edgar, ends The ?rag-
edy of King Lear. It comes as no surprise that Lear concludes with a

pair of end-rhymed couplets seeing as most of Shakespeare's plays end with such

a construction.1 It appears to be a convention as old as theatre itself that signals

the closing of a play in the absence of theatrical apparatuses such as lights and

curtains.2 In fact, such metrical and poetic constructions can be understood as a

form of theatrical technology-and the closest thing an Elizabethan playwright
had to the abrupt close of a curtain to end a play dramatically and without recourse

to an epilogue or a jig. Much has been written on these particular concluding lines,

perhaps more than on the codas of any other Elizabethan play and to some de?ree

more infamously. The disputation centres on the question of to whom these lines

should be attributed-Albany(Q1) or Edgar(F1)-perhaps because in our pr?sent
age the final diminuendo of a play or piece of literature is a critical point of inter-

pretation. The difficulties of the play's tragic closure heat this debate beyond
what

the attribution of a line would normally demand. 3
Conventionally, tragedy concludes with the restitution of order following

the

:::?;,ez::??:,c?t?e.t?:??rn:;::m0?sb:::?:::;e?:, ?::?1:::??!?::;

?: ::i0?:?11:?::;:::::d0::?:,'::;?e·o?e??1:d::;:cd;::1ru:t:::?n:a??:h;

?::Jc? ?::: 1:te':??dr:::g.:s: ;,??::';t.:?r:::·;:::,:;o:?;?e:;::i?:; :? ::.
Lamb's contention that Lear was unstageable, to Bradley's belief that

Lear \\as

Shakespeare's "greatest achievement" but not his greatest play (Bradley 244). Re-
cent criticism on the other hand views these dramatic irregularities as profoundly
connected to the meaning of the play. As Alan Rosen argues, "rather than consid-
ering the unconventional structure an obstacle that must be surmounted, [modern
criticism] sees the play's disorder as purposeful, and as integral to its meaning"

(13). Rosen goes on to suggest that "to be understood, the dramatic peculiarities
of King Lear must be viewed against the formal coherence that was characteris-
ttc of conventional drama." Returning to the final couplets that close the play, I

?1J:t:;?i:???:;:;;:??;;:;:;:E?:E??:?;,?:::Yfii?
co?ventions, the denouement of King Lear can only be historically understood as

deliberately unresolved.
The closure of a play, being the product not merely of an author but intend-

ed for a paying public, is especially governed by convention. Whereas the closures

?f Shakespeare's comedies unravel the knotted conflict, often through an unmask-
mg, the tragedies focus on a solemn reflection of the tragic events (Beckerman
86-?7).5 The codas of nearly all of Shakespeare's tragedies involve an elegy for the
tragic figure and the laying of provisions for the future. The assumption of power
by a surviving leader signals the restitution of order and social stability. The execu-
tors demonstrate their authority and legitimacy through elegiac respect for the fall-

?:e:?,?:::?::?:??t???e:?!:10?•;1:,t:?;?::? ;:??:?:: :::??:;
vantage doth invite me"-that he will assume the rule of Demark (5.2.374-75).
N?r is there any question whether Lucius will take firm command at the end of
Titus Andronicus, or whether Macduff will succeed MacBeth. In Richard III,
Richmond is crowned shortly after killing Richard and then proclaims to restore

?I?fl?tJi11Ift?tI?ê:?litttJt?t?
and claim that the lines are properly attributed to Edgar on the grounds that

he is



Though such sententiae occur frequently through Shakespeare's plays and sonnets,
these are the only two gnomic couplets to close one of his plays.

In The Garden of Eloquence, Henry Peacham's 1577 rhetoric handbook,
the gnome or sententia is described as "a saying pertaining to the manners and
common practices of men, which declareth by an apt breuitie, what in this our
life ought to be done, or left undone" (189). Not all brief ethical statements, how-
ever, can be gnomic-only those which are "notable, worthie of memorie, and
approued by the iudgement and consent of all men" (189). George Puttenham,in
his 1589 Art of English Poésie, describes gnomes as "a manner of speech to allage
texts or authorities of witty sentence, such as smatch more doctrine and teach
wisdom and good behavior" (321). Lear, unlike any other Shakespearean play, con-
cludes with sententious couplets. The message should be unequivocal. Shakespeare
calls for the necessity of plainness and honesty, especially in the face of rhetorical
decorum.7 Shakespeare, however, is rarely unequivocal, and indeed the rhetorical
culture of his age was carefully trained to examine any topic in utramque partem,
or from two sides.8 Moreover, rhetoric and dialectic were as much a system of

eloquence as they were a system of thought, and the sixteenth-century man was
trained in what Joel B. Altman calls "the moral cultivation of ambivalence," refer-
ring to the scepticism that Truth could be expressible in language. Consequently,
rather than unequivocal truths, gnomes or sententiae were particularly memorable
"places," or commonplaces, "which fostered lushness and often profundity in

style," and though particularly "weighty," they were far from proofs (Ong, Rheto-
ric, Romance, and Technology, 101). Nonetheless, sententiae were a popular form
of memorable pithy statements that lent themselves to commonplacing, the early
modern practice of compiling 'copie-books' of loci or topics for later use.

Commonplaces, asWalter J. Ong describes them, were "devices primarily for
oral performance," serving the orator to ensure an endless supply of copia, the free
flowing or fluency of invention (Ong, The Presence of the Word, 62). Ong devel-
oped the important notion of rhetoric as a form of oral technology for the storage
and retrieval of information. Loci and copia are central to this system. The pur-
pose of the commonplace, or topic, was to supply a headline from which a speaker
might build copia. Unlike a category, however, topics included a plurality of re?-
erences localized to 'places,' within the formulaic rhetorical mind.9 "The noet«
economy of an oral culture," Ong writes, "demands that knowledge be processed
in more or less formulary style and that it be constantly recycled orally-otherwise
it simply vanishes for good unless it be discovered anew" (Ong, "Commonplace

::?s;:i:::?;t??:??:0a?; i::?;::??i:h??:nt:;t?=:?::? ::::1:,:;::;?!'
That whole commonplace tradition, an organized trafficking in what in

onewayoranotherisalreadyknown,isobviouslypartandparcelofthe
ancient oral world, the primitive human noetic universe, to which the

Renaissancerhetoricaldoctrineofimitationalsoobviouslyrelates(94).

The Channel

Initially a part of the rhetorical technology of oral cultures, including the
topographic mnemonic systems, commonplacing survived in the renaissance writ-
ten cultures through the humanist tradition of rhetorical education. The humanists
"broke down virtually the whole of classical antiquity into these bite-size snip-
pets or sayings (adages or proverbs, and apothegms or more learned saying) which
could be introduced into discourse" (Ong, The Presence of the Word, 62). In
fact, perhaps the easiest way to identify a commonplace in a play is how readily it
lends itself to extraction. Typically grammatically indefinite, they are insular, self
contained, often general or abstract and therefore easily released from the text.
Tiffany Stern and Martha Andresen have both linked this practice with a deliber-
ate practice on the part of the playwright to prepare the sententious utterances of
their characters for audience appropriation (Stern 144). Andresen identifies such
aphoristic expression as "a Janus-like stylistic device that encourages [two] modes
of perception, required for full response to the play," a psychological realism of
the locus of the scene and the emblematic mode (Andresen 150-51). Incidentally,
what Andresen and Stern identify in Shakespeare applies equally to the drama of
the ancient world where pithy adages also feature a similar extractable character.
In fact, a perusal of the thousands of fragments that survive from ancient Greek
Tragedy, Comedy and Satyr-play will reveal that most bear a sententious form and
are preserved in Anthologies similar in scope to the popular commonplace books
of the Renaissance.1° From this, we can surmise that Shakespeare is working in an
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contextualization

While commonplace books, such as Erasmus's Adages, were common and
often enormous compendiums of pithy wisdom, by the turn of the seventeenth

?:;::y:.??::,o:n?o::?:::??:!:;::::.?:;•: ?s??::: :;:::;f::/;::
their own copybooks (Doty 184). Isolated from its original text and without ch.ar-
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couplets operate. Closing the play, the couplets cite the adage within the proo!
of the play's action. The 'weight' of the plot lends authority to the final gnormc
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technology of storageandretrieval,instantlyrecalls the entirety of the play and

its
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final curtain, language signals the close of a play. This signal follows the dramatic
closure and involves the heightening of poetic form and a pair of simple gnomic
verse. This heightening of form and the universal proclamation estrange the text
from the character and narrative locus. The speaker, whether Albany or Edgar,
speaks on the platea, at once de-localized and localizing.11

Lear differs in numerous ways from its source material King Leis, not least
of all through its deeply tragic conclusion. But with the gnomic coda Lear returns
to the locus of its source. Explorations of Nature and God (or his absence) though
critical discussions in Lear are secondary Shakespearean additions to the Leir myth.
The core of the Leir myth is the topos around which it revolves, the commonplace
wisdom regarding the necessity for plainness in the face of flattery and rhetorical
decorum. By invoking a sententia on honesty in the final lines, Shakespeare local-
izes Lear within the Leir topos. This ending is abrupt by Elizabethan standards,
but certainly deliberate. Constructing a memorable conclusion, Shakespeare uses a
pair of gnomic couplets to draw the 'curtain' to a striking close. Concluding with a
gnomic couplet, especially without the orthodox re-establishment of power struc-
tures, is ironic in the face of the irresolvable uncertainty about God and Nature
that permeate Lear.12 If the wisdom of these lines is in any way hopeful, it is a
false hope that deconstructs the epistemological operative modes of renaissance
rhetoric. That is to say that, insofar as the Renaissance viewed Rhetoric (and even
more so the Dialogic) as operative methods of knowledge, Lear deconstructs these
assumptions and questions the faith in language to speak the truth. What on the

surface appears to be an unequivocal call for honesty, an ethical imperative even
authenticated by the weight of the tragic action and its own gnomic formulae,
proves to be fundamentally empty within the growing rhetorical scepticism of the
era. Writing for a public theatre, and for an audience hungry for witty sententiae,

Shakespeare offers not only copia of wit, but a sceptical outlook on rhetorical

practices, turning the theatre into a space to consider political and rhetorical prac-
tice, question and deconstruct it, and to learn to resist claims to plainness.

"Rhetoricisthegreatestbarrierbetweenusandourancestors."

Amongst contemporary scholarship on the early modern rhetorical atmo-
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Sixteenth Century, ExcludingDrama. With a concision that only a poet could mas-
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old tradition was embodied" (61). Older than church, law, and philosophy, rheto?ic
has been the pervasive 'art' of oral culture. More than an 'art,' however, rhetoric,
as Ong expands, was a 'technology,' a technology of memory, of eloquence, an?,
perhaps most importantly, rhetoric was a technology for thought (Ong, Rhetoric,

Golish
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munication: there is no way for persons with no experience of writing to put

their minds through the continuous linear sequence of thought" (2). Of cours?,
even after the invention of writing, western culture remained essentially rhetori-

cal, as basic composition slowly transitioned from the various genres of oration.
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locates the shift in modes of knowledge storage and retrieval to the Romantic age
when verbatim written record, sufficiently refined, demoded the oral mnemonic

apparatus of loci or commonplaces into obsolescence (Ong, The Presence of the
Word, 85).14 There is in effect a linguistic, and by extension cognitive, discontinu-

ity between our literate technological age and the rhetorical technology culture of
Western Culture before Romanticism. In terms of aesthetics, Lewis explains:

??J??????;::Ofii!?:??e:;:::???;:.;,:i????t:?;i0:r?::;?;
in every composition, were those which we either dislike or simply do

notnotice(61).
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estingly, while so many scholars of early modern rhetoric preface their work with
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generated. The final couplets of King Lear contain the loci of the play but they
are neither categorical nor an encapsulation of the complexities of the play. Rather
they are loci from which the play emerges and is generated. Understanding how
Shakespeare used commonplaces to formulaically construct his plays also reveals
how a rhetorically educated audience could repackage Shakespeare into common-
places and topoi. This rhetorical expansion and contraction is the method through
which Lear breathes for its audience.

Ill

Before it was categorized with the tragedies in the Folio, King Lear was a True

Chronicle History-and the Chronicle as a genre carries with it a different set of presump-
tions than a tragedy. Chief among these presumptions is that as a History it will explain the
causalitybehindpolitical-historicalevents.Thisfinalmeditationwillconsiderthetopicof
thepoliticsatworkinLear,particularlyconsideringthedifferencesbetweenthetwotexts
of Lear and the final remarks of Albany/Edgar. In the Quarto it is Albany not Edgar who
speaksthefinallines.Whilethisprobablytiedtothecustomofhavingthesurvivingmem-
berofhighestrankclosetheplay,thereisanotherelementatstake,especiallyintermsof
theflatterythatShakespeareishimself engaged in. Shakespeare departs considerably from
his source material and, while Lear is later classified in the Folio as a Tragedy, it is initially
publishedasaChronicle,.Althoughthehistorygenrealwaysenjoysadegreeoflatitudewith
respecttoitsaccuracy,ShakespearetakesalicensewithLearthatdisruptstheveryChronicle
intowhichitissupposedtofit.InHolinshed's Chronicles,aswellastheearlierplayKing
Leir,thedaughters allsurvivetocontinuethemythicTrojandynastyof Brutus that does
notenduntilamutualfratricideofLeir'sdescendantsextinguishesthislineage.Importantly,
this Trojan origin of British rule was the official dogma of the Tudor reign and protected
under Elizabeth's rule. Only outside of England-and, significantly, by James VI and the
Scots-wasthismythologyopenlyrejected.

WhenShakespearekillsofftheentireLearfamily,heisrewritingtheTrueChronicle,
changingBritishchroniclehistoryandrejectingthepopularoriginmythofthesixteenth
century. This is not merely an act of rewriting history in order to make it more concise so
thatitcanfitwithinthe'cockpit'of thestage;Shakespeareispubliclyrejectingthedogma
oftheElizabethanreign.DoesthismeanthatthedevelopmentofShakespeare'spolitical
thoughtisculminatinginLear,asRichardStrierwouldhaveusbelieve(104-33)?Thatwith
Elizabeth's death he is finallyabletospeakboldlythroughhisplaysthetruthhehasalways
believed?Certainlynot. Shakespeareisappealingtohisincumbentmonarch,presentinga
'True Chronicle History' as befitting James I's Scottish tastes. Of course, we know from

the title page of the 1608 Quarto that Lear was performed "before the Kings Maiestie at
WhitehalluponS.StephansnightinChirstmasHollidaye,"almostcertainlyin1606(Walker
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divisionofthekingdombecomesre-situatedwithintheislandofAlbion,andthetriparnte
division becomes the west (likely the non-English realms of Cornwall and perhaps Wales

too),17 the greater division of Britain itself (presumably what was to be Cordelia's por-

tion), and then finally Albany or Scotland to the north. When Shakespeare assigns the final
coupletsoftheplaytoAlbany,heisdoingmorethanobeyingcustom;heisrepresenting
the unification of GreatBritainunderAlbany(ergo,Scotland).Thisreadingalsoexplains
why,inShakespeare's True ChronicleHistoryalone,Albanyis presented as a virtuous and
benevolentruler,sympathetictoLear'splight,whosurvivestheplay,andmoreimportantly
is a reluctant ruler. We know from Julius Caesar that the reluctance to rule was a common-
place indication of a trustworthy ruler as Caesar rejects the crown three times-to which
crowd cheered Uulius Caesar 1.2.313-343).18Similarly, Albany rejects his claim to rule first
at5.2.339-343(Q1),andagainat361-363.WhenintheFolioeditionthefinallinesshiftto
Edgar, the play is also no longer a True Chronicle History but the Tragedy of King Lear.
Likewise,Albanyreceivesfewerlinesand,inparticular,in4.2,wherehiscondemnationof
Goneriliscutdown,hisresistancetotheevilrepresentedbyhercampisdiminished.

Reading the Quarto in this light may explain why Shakespeare (or someone else)
updatedthetextfortheFolio,reducingAlbany's role, since the play had already been per-
formed before James I and the flattering portrayal of a Scottish King-uniting Britain and
actinginsomeheroiccapacitytobringadegreeofresolutiontothebleaktale-wouldno
longer be necessary. Perhaps,then, attributing the lines to Edgar was a revision returning
themtotheirrightfulplace,orperhapssucharevisionoccurredforotherartisticreasons
thatwillforeverbeindecipherabletous.Eitherway,thereisanobviousattemptatadulation
fortheScottishKinginbothversionsthatisironicinthefaceoftheplay'sunmistakable
commonplaces against flattery.

Concluding Remarks

ManycriticshavetroubledoverunderstandingLearanditsirregularities.AsA.C.
Bradleysuggested,itisShakespeare'sgreatestachievementbutnothisgreatestplay(244).
Bradley'sposition,however, only really stands if we considerLearaccordingtoclassical
paradigms of tragedy, paradigms that, strictly speaking, as a dramatic tragedy, Lear violates.
Tragedy, as Northrop Frye tells us, is a mode that in its most elementary form involves the

manifestation of naturallaw,whichthetragicherodisturbs;but,astragedymovescloser
toirony,theattemptstogiveacogentformtoshiftingambiguitiesofanunidealizedexis-
tencemaymaketragicirony(orironictragedy)almosttoohardtobear(206-12).19Tradi-
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takeenormouslibertieswithhissourcetexts.Nonetheless,Learexplainspoliticalactionin
human terms, if we are willing to read it that way. Reading is of course the key word here,
sinceuntilrelativelyrecentlythetendencyhasbeentoreadShakespeareoutofcontext;
criticshavereadLearalmostexclusivelyasatragedy(Yachnin309).Suchastrictlyliterary
readinghaspreventedusfromseeingmanyoftheintricaciesofLear.Readasapurelytragic
text,thecriticalinvestigationsmustattempttoexplainthecatharticeffectof Lear.21Read,
however,asahistoricalchronicleandthereforeasapoliticaltext,wearelicensedtoread
itasaculturalartifactcoptainingandpreserving(atleastlatently)ideologicalassumptions,
politicaltheory,scientificbeliefs,andculturalcapitaloftheeraofitscreation.Moreover,
oncewebegintocons·derLearw·th· ·tsculturalmilieuwecanalsocons·der·tscondi·ons
ofproductionandthemarketintowhichitwasplaced.

l.Moreaccurately,mostofShakespeare's
playsendwithacodaofatleastoneend-
rhymedcouplet,thoughmoreoftenaseries.
Although some, such as Hamlet and Timon

ofAthens,includeahalf-linefollowinga
penultimatecouplet,andCorio/anusincludes
a hyper metric "Assist," following what would
haveotherwisebeenanend-rhymediambic
couplet. 1 Henry VI a?d 2 Henry IV lack an
end-rhymedcoda,thoughbothplaysuse
an epilogue (orin the case of 1 Henry V/as
pseudo-epiloguethroughSuffolk)toindicate
theendoftheshow.Theseconventions
appearlaxerintheComedies;neitherA
Winter'sTalenorTwoGentlemenofVerona
featureend-rhymesorepilogues.Thisislikely
attributabletothedancethatfollowedthe
comedieshencenegatingthenecessityfor
metrical closure.
2.SeeRoberts,"PartingWords:Finallines
inSophoclesandEuripides."lnfamously,flve
ofEuripides'snineteensurvivingplaysfeature
identicalornearidenticalflve-linecodas,
whichsignalsacertainarbitrarinessofthe
final diminuendo.
3.ThedebateoverwhetherS.3.317
"Break,heart,lpritheebreak!"shouldbe
attributedtolear(Ql)orKent(Fl),receives
comparativelylittleattention,likelyinpart

becauseitlacksthemodernprivilegeofthe
lastword,andbecauseithasnoeffecton
theplay'sconclusion,whereas329-332
carriessigniflcantinterpretativeweightfor
how the play concludes.
4.Bycatastrophelamreferringtothe
traditionalTerentiantropeandcomicflgure
oftengenericallynamedCatastrophe.This

figure ischaracterizedbyperfecttiming,and
h·sappearanceresolvesthecom·cor,less
commonly,tragicknots.ltisthisaspectof
CatastrophethatEdmundassociateswith
Edgar when he says, "And pat he comes

likethecatastropheintheoldcomedy"
(1.2.141).SeeRosen,esp.6-9.0nthe
flgureofEdgarasCatastropheinactS
seeRosen14-16.0nDonatus'sintluence
onShakespeare,seeT.W.Baldwin, William

Shakespeare's Five-Act Structure.

S. TheEdgar/Gloucesterdemi-plotexhibitsa
comicstructuretothetragiccounterpartof
Lear/Cordelia. Beinginamanneracomplete

plotinandofitself, itfulfllsthiscom1c
unmaskingthroughEdgar'striumphover
Edmundintheguiseofaknight.Following
Terentiancomicstructurethiscatastrophic
revealcorrespondswiththerevelationof
nobilityintheseemingignobleflgure.
6. Thechangeinspeakerbetweenthe

QuartoandtheFolio,ratherthanevidence
fortherevisionofthetextbytheauthor,
couldbeappliedequallyasevidencethatthe
speakerofthelinesisarbitrary.
7.Thepoeticqualityoftheflrstcouplet
comesinpartfromt./ieparadoxthatasa
gnomethephrasecarriesanimplied'ought,'
butthenitendsbytellingthelistenernot
tospeakwhattheyought."Whatweought
tosay,"however,referstothedecorumor
discretionofrhetoric.Discretionordecorum
1sessentiallythegoalofgoodrhetoricand
thestandardbywhichrhetoricisjudged.
Therefore,thesententiaadvisesthrowing
discretiontothewindinfavourofplainness.
Ondecorumandd·screfon·nrhetor'c,see
Hillman,esp. 76.
8.Foradiscussionoftheextentofthe
Tudorinterestinrhetoricalargumentation
andtraininginutrumquepartem,see
Altman's TheTudorf,'layofMind.
9. Topic,fromtheGreektopos,andlocus
fromthelatin,allinterchangeablyreferto
'place,'whilelocuscommunisisthelatin
termforcommonplace.Ong, The Presence of
theWord,80.
10.lncidentiallymanyRenaissancecommon-
placebooks adopt thelr qarden-metaphor
titlefromStobaeus'sFlorilegium.See
Moss,PrintedCommonplace-Booksandthe
StructuringofRenaissanceThought(Oxford:
ClarendonPress,1996).
11.BythisofcourselamreferringtoRobert
Weimann'sideasofthelocusandplatea,
wheretheactorontheplateaexistsina
liminalspaceoutsidethelocalizeddiegetic
narrative,whilebyemployingsententiaethe
speakerisalsolocalizingintherhetorical
senseof"place,"topoi,andloci.See
Weimann,"BifoldAuthorityinShakespeare's
Theatre."

12.luse'ironic'insomethingofthe

originalGreeksenseoftheword,fromeiron:
someonewhodissemblesandsayslessthan
theymean.Thatis,Shakespeare,bybeing
ironicratherthandirectinthisflnaladdress,
opensupanumberofinterpretiveavenues
ratherthandrawingatraditionalclosure.
13.Aristotleconsidersrhetoricanddialectic
tobesisterarts.Byextensiontheartof
dialectic,orasCicerocallsitarsdisserendi,
"theartofdiscourse,"dialectlaterbecomes
knownoftensimplyasthe"artofthinking,"
thoughcomingoutofanoralbackground
logicanddialecticwerenotconcernedwith
'privatethinking'untilafterDescartes.
14. On rhetoric as a memory system Ong

explainsthatoralculturedevelopedthe/oci,
orcommonplacesasits"formularyapparatus
foraccumulatingandretrievingknowledge."
See Ong, ThePresenceoftheWord,85.
15. Mostscholarshipintheareaoflinguistic
contextualizationisconcernedwithclarifying
Shakespeare'slanguageratherthanexploring
itsoperativedimensions.G.L.Brook'sThe
LanguageofShakespeare,forexample,
providesashortchapteronrhetoric,merely
citingexamplesofdifferentforms.lnProteus
Unmasked:SixteenthCenturyRhetoricand

the Art of Shakespeare, Trevor McNeely

doesinfactreferencelewis'saccountof
earlymodernrhetoric,butheonlymentions
theimportanceofrhetorictothesixteenth
century,ignoringlewis's'rhetoricalbarrier.' ·

16.lnGeoffryofMonmouth's 12th Century
TheHistoryoftheKing'sofBritain,thetwo
DukesaretheDukeofCornwallandtheDuke

of Albany. ln this History, however,
both

Dukesarehostiletolearandaredefeated
byhisforces.lnHolinshed,theDukesar.e
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adoptsalsoforAlbany.SowhileShakespeare
doeshonourthesourcematerial,besides
KingLeirwiththenamesoftheDukes,his
versionalonepresentsAlbanyinapositive
light.
17.AtthistimemanyareasofCornwall
spoke the Cornish language.
18.WecaninferformCasca'sremarks,
though,thatCaesarismerelyperformingthe
roleofareluctantruler-whereaslbelieve
wearetotakeAlbanyatfacevalue, unless
playedotherwisebyanactor,asaflgure
genuinelyreluctanttoaccepttheruleof

19.lnirony,Fryetellsus,thecatastrophe
iseitherarbitraryormeaningless. The nearer
thetragedyistoirony,"themorehuman
theherois,andthemorethecatastrophe
appearstobeasocialratherthana
cosmologicalevent."SeeFrye284.
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