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Del Alvarado 
 

Literature 
 

 
 

Title 
 

An Evolutionary Revolution 
 

Abstract 
 

The clash between abstraction and reason was inevitable as faith and science eventually met during the nineteenth-century Victorian 
period.  As the indisputable truth of science challenged belief in religion, writers of the period wrestled with finding new answers to 
old questions.  Their quest for new solutions is recorded in their writing and brings to light the evolutionary revolution that would 
change the world forever.  After exploring “In Memoriam,” I consider Matthew Arnold’s “Culture and Anarchy,” Alice Bodington’s 
“Religion, Reason, and Agnosticism,” Anthony Trollope’s “The Way We Live Now,” and the writings of Francis William Newman.   

 

     
 

Reading Selection  
 

As the nineteenth century began, the French Revolution had lit the fuse to a new era that was to reshape ideas of 
civilization.  Europeans were rethinking the world order as monarchies were toppled, new ideas about governance were 
explored, and a new country, America, had set a different and unique path.  At the same time, science was progressing at a 
fast pace and at the helm of its advancement was the theory of evolution.  This theory had such a profound impact on the 
thinkers of the time that, coupled with other events of this period, it infiltrated the religious, social, economic, and 
governmental fabric of civilization.  Evolution was the revolution that would reshape the world in the eyes of the 
intellectuals of the Victorian era.  This evolutionary revolution would pose challenges that would be channeled in the 
writings of the time and that would leave a clear record of the concerns and strife that it generated. 
 Before Charles Darwin’s “natural selection” theory shook the perception of evolution, other theories about 
evolution could be traced back as far as the ancient Greek philosopher Aristotle, whose "great chain of being" listed all 
living things in a progression from the simplest to the most complex plants and from the simplest to the most complex 
animals (Holt 30).  The notion that every organism on earth was a unique creation by God was challenged as the theory of 
evolution became a more plausible answer to the many species found on earth.  As more and more free thinkers of the 
Victorian age began to accept evolution, they applied it to realms far beyond science.  The observation that things began 
simple and grew complex in the natural world began to be applied to inorganic systems such as society.  This frame of 
thought became more prevalent among the freethinkers of the time and infiltrated their writing as they shared what they 
believed was the direction the world should take into the future. 
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 The application of the laws of the natural world to other areas of civilization seemed only logical.  In particular, 
the evolutionary progress visible in the natural world was seen by many as a testament to what was needed to revive and 
save the world of human society and culture.  Applying the correct remedy to social ills, using the model of evolution, 
was the challenge, and many intellectuals worked with different recipes for what cures would work.  Before Darwin’s 
publication of “On the Origin of Species,” for example, Herbert Spencer was instrumental in applying the idea of 
evolution beyond science to the social world around him.  As a philosopher, scientist, and sociologist, his coining of the 
phrase, “survival of the fittest,” which many people wrongly associate with Darwin, led Spencer both to embrace 
evolution and to take it a step further as a natural occurrence that is manifested not only in science but also in the social 
and philosophical realms of civilization.  As Darwin worked on his “natural selection” theory, Spencer advanced the idea 
of evolution as progress.  Until the publication of Darwin’s work, Spencer’s definition of the “survival of the fittest” was 
not considered as negative and severe as it later would be. 

In an essay called “Progress: Its Law and Cause,” published in 1857, Spencer states that, “Now, we propose in the 
first place to show, that this law of organic progress is the law of all progress.”  He further explains that all progress 
included “the development of the Earth, in the development of Life upon its surface, the development of Society, of 
Government, of Manufactures, of Commerce, of Language, Literature, Science, Art, this same evolution of the simple into 
the complex, through a process of continuous differentiation, holds throughout” (Spencer 454).  Spencer’s philosophy had 
liberal utilitarian underpinnings, such as the idea of the pursuit of happiness for the betterment of society, which coincided 
with his belief in “the survival of the fittest.” Spencer’s “survival of the fittest’ did not have the cruel connotations that it 
came to have later. Less vicious and less threatening, evolution was already being considered and written about at the 
beginning of the Victorian age, and it was believed that, applied outside the realm of science, it would lead to a betterment 
of society.  

Applying Spencer’s idea of evolution outside the realm of science had a profound effect in all areas of society.  
The idea of evolution as progress (as proposed by Spencer) was an attitude that was embraced by the intellectuals of the 
time, and its application challenged the beliefs and orthodoxy that had prevailed up to this moment.  The idea of progress 
reverberated throughout the society of the time.  From religious beliefs to social constructions, the current orthodoxy was 
questioned and the literature of the period reflects the debate that modern science had commenced. This paper will 
examine literary works to expose the effect that the scientific idea of evolutionary progress had upon religious thought 
during the Victorian era.  

Science had a monumental impact on religious beliefs. From questioning the timetable of the Bible, to the idea of 
our planet being the center of the universe, science (especially evolution) wrought profound changes, most notably when 
it came to the question of the existence of a personal God. Alfred Lord Tennyson desperately tried reconciling the 
principle of evolution with his spiritual beliefs as he mourned the death of a friend. For seventeen years, he wrote “In 
Memoriam,” as he attempted to come to terms with his loss.  Published in 1850, “In Memoriam” is “a long elegy . . . 
embodying the poet’s reflection of human beings to God and to nature,” including challenges with evolution (Christ 
1111).  Reconciling his faith in God with the science of a modern world would be a lifelong endeavor.  

During the years of his writing Tennyson kept up with the scientific community.  “In the 1830's and 1840's 
Tennyson read some books by scientists and popularizers of science. In these books scientific information and theories 
were presented in ways intended to anticipate and affect how readers understood and experienced science, how they fit its 
meanings into their other beliefs about themselves and the external world,” and this mindset is evident in Tennyson’s 
work (Gliserman 277).  Considering that “In Memoriam” was a seventeen-year process for Tennyson, this was a personal 
challenge that lingered for a good portion of his life. As Lionel Stevenson wrote in his book, Darwin Among the Poets, 
Tennyson’s “first impulse may have been to clarify his own rather contradictory ideas and emotions, but this soon merged 
into the mission of helping other people to a reconciliation of science and faith” (83).  For Tennyson, his challenges were 
not unique to himself; the quandary that he found himself in was the same for everyone. As a writer, he was compelled to 
share his own thoughts and beliefs with those that would read his poetry.  

 

 
 

Christ, Carol T. and Catherine Robson, eds.  The Norton Anthology of English Literature.  8th ed.  Gen. Ed. Stephan Greenblatt.  New York:  Norton, 2006.  Print. 
Gliserman, Susan.  “Early Victorian Science Writers and Tennyson's "In Memoriam":  A Study in Cultural Exchange: Part I.”  Victorian Studies18.3. (March 1975):  

277-308.  Print. 
Holt, Niles R.  “Darwinism: Evolution or Revolution?” OAH Magazine of History.  4.2 (Spring 1989):  30-33.  Print. 
Spencer, Herbert.  “Progress:  Its Law and Cause.”  Essays on Education and Kindred Subjects.   Dent:  London, 1963.  Project Gutenberg Ebook. 10 October 2012.  

Web.   
Stevenson, Lionel.  Darwin Among the Poets.  New York:  Russell & Russell, 1963.  Print.   
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 Jessica Bouret 
 

Literature 
 

    
 

Title 
 

In the Mind of a Mother:  Love and Scars 
 

Abstract 
 

In the Mind of a Mother:  Love and Scars explores the nature of motherhood in literary works, focusing on The 
Scarlet Letter by Nathaniel Hawthorne, Medea by Euripides, In the Blood and Fucking A by Susan –Lori Parks, 
Beloved by Toni Morrison, and the story of Jochebed from the Bible.  This paper analyzes the factors that have 
led to these mothers’ killing their own children; it examines their homes, communities, the nourishment each 
woman provides for her children, and her personal scars from motherhood.  The piece selected below focuses 
on the scars of two of these mothers.  The scars of motherhood are what transform these characters into the 
women they become; they serve as microscopes into the lives and mannerisms of these women.  

 

   
 

Reading Selection 
 

It is evident that these mothers love their children and have demonstrated a drive and determination to 
nourish them.  Although these mothers have made questionable decisions, what is often overlooked is that 
motherhood is a transforming process.  Eavan Boland’s poem, “The Making of an Irish Goddess,” uses imagery 
to describe this process saying “In my body, / neither young nor now fertile, / and with the marks of childbirth / 
still on it, / in my gestures— / the way I pin my hair to hide / the stitched, healed blemish of a scar— / must be / 
an accurate inscription / of that agony” (Boland 14-23).  Mothers are left with scars after childbirth.  Some of 
these scars appear immediately after giving birth, while others appear at a later time well after the child is born.  
These scars are the brands of motherhood.  There is a shift in identity from being a woman to being a mother; a 
part of the woman’s self-identity is lost.  Will mothers ever gain back their own identity or will they forever be 
scarred? . . . . 
 [Morrison’s] Sethe is a mother who harbors many scars on her body.  She is ashamed of her big scar on 
her back and refers to it as a tree because that is what Amy Denver, the girl who came to aide in the woods 
when Sethe fled Sweet Home, told her it appears to be:   



4 
 

“It’s a tree, Lu. A chokeberry tree.  See, here’s the trunk—it’s red and split wide open, full of 
sap, and this here’s the parting for the branches.  You got a mighty lot or branches.  Leaves, too, 
look like, and dern if these ain’t blossoms.  Tiny little cherry blossoms, just as white.  Your back 
got a whole tree on it.”  (Morrison 79)  

Sethe receives her scar by telling Mrs. Garner of the injustice that was done to her by School-teacher’s 
nephews.  They raped pregnant Sethe and as emotionally and physically painful as being raped can be, what 
hurt Sethe the most was that they stole her breast milk.  When Sethe tells her story to Paul D, he questions:  
“’they used cowhide on you?”  She replies, “And they stole my milk.”  “They beat you and you were 
pregnant?”  Sethe repeats, “And they took my milk!” (17).  Sethe wants Paul D to understand how important 
her milk being taken away was and still is to her.  She was robbed of the opportunity to carry out her motherly 
duties and that is why she reports what happens to her because it is so monstrous.  Her strong feelings result in 
her being whipped and forever scarred.  
 As every mother is scarred, so was Sethe’s mother.  Sethe’s mother shared her scar with her, and Sethe 
shared the story with her own daughter, Denver:  

“Back there she opened up her dress front and lifted her breast and pointed under it.  Right on her 
rib was a circle and a cross burnt right in the skin.  She said, ’This is your ma’am.  This,’ and she 
pointed.  ‘I am the only one got this mark now.’  ‘How will you know me?  Mark me, too,' I said.  
'Mark the mark on me too.'"  Sethe chuckled.  "Did she?"  asked Denver.  "She slapped my face."  
"What for?"  "I didn't understand it then.  Not till I had a mark of my own."  "What happened to 
her?"  "Hung.  By the time they cut her down nobody could tell whether she had a circle and a 
cross or not, least of all me and I did look."  (61)  

. . . Now that Sethe is a mother she reached the same conclusion her mother did, that scars are signs of 
tribulation and no one will want to handle such ugly signs of trouble:  “They encourage you to put some weight 
in their hands and soon as you felt how light and lovely that was, they studied your scars and tribulations, after 
which they did what he had done:  ran her children out and rose up the house” (Morrison 22).   Every mother 
carries her own scars and she is judged for it.  Paul D reflects on Sethe’s scar after kissing and caressing it 
earlier, “Not a tree, as she said.  Maybe shaped like one, but nothing like any tree he knew because trees were 
inviting; things you could trust and be near” (21).  Paul D is witness to the intensity of feeling that surrounds 
scars.  These mothers might be accepted by a few, but their scars are not and will not be accepted.  

All of these mothers have their own stories—a part of the story is written in their scars and another part 
in their actions.  The stories of these mothers, however, end in a fashion similar to the mother in “The Making 
of an Irish Goddess”:  “holding up my hand / sickle-shaped to my eyes / to pick out / my own daughter from / 
all the other children in the distance; / her back turned to me” (ll.37-42).  These mothers do not want their 
children to suffer through tribulations; they do not want their daughters to be scarred as they are.  They send 
their children away from their homes and some off of the earth, not to rid them from their lives but to offer 
something better.  As the mother of “The Making of an Irish Goddess” views her child from behind with her 
hand over her brow, she does not only see her child but hope, love, and an opportunity for her daughter to live 
differently.  This is the goal of every mother, to free their children of known burdens and pain and suffering.  
Each mother carries out this goal differently, having faith that their child’s tomorrow will be brighter, even if 
that means not having to live in this harsh world.    

  

    
 

Boland, Eavan.  “The Making of an Irish Goddess.”  The American Poetry Review.  N.d.  N.p.  Web.  21 Sep. 2012.  
Morrison, Toni.  Beloved.  New York:  Penguin Group, 1988.  Print. 
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Marco Centeno 

 
Creative Writing 

 

  
 

Title 
 

Metafiction:  Fictional Mimesis of Reality 

Abstract 
 

The purpose of my project is twofold.  First, the project centers on defining and understanding the literary genre of 
metafiction.  Second, this is documentation of my learning process as a writer throughout this project.  In it I share my 
growth as a writer as it pertains to understanding metafiction and applying its techniques.  In order to accomplish this, I 
aim to research and define metafiction, or explain it, from a scholarly point of view.  In sharing my learning process, I 
have chosen to show how I have learned to read and write metafiction.  For this project, I have applied my understanding 
of metafiction in the analysis of three novels—Junot Diaz’s The Brief Wondrous Life of Oscar Wao, Tim O'Brien’s The 
Things They Carried: A Work of Fiction, and Chuck Palahniuk’s  Fight Club—explaining why and how they are 
metafictional.  I also applied my knowledge of metafictional writing techniques by producing two fictional pieces of my 
own with the purpose of showcasing the things I have learned throughout this project. 
 

  
 

Reading Selection 
 
from “The Things They Carried as Metafiction” 

Tim O’Brien’s The Things They Carried is a work of fiction in the form of a collection of short stories.  These stories focus 
on the experience of war and serve to give the reader the same experience.  However, there is more to this work.  

The first major aspect of metafiction found in this work is seen at the start of the work when the writer states, in a sort of 
disclaimer, that this collection is a work of fiction and that “[e]xcept  for a few details regarding the author’s own life, all the 
incidents, names and characters are imaginary.”  At the same time, O’Brien dedicates the work to men of Alpha Company, a group 
that has already been revealed as fictional but seems to be regarded as real.  This begins a battle between truth and fiction that lasts the 
length of the work.  In this case, we see O’Brien infuse the work with autobiographical elements, which are not indicative of 
autobiographical writing. 

In the novel, the main character is named Tim O’Brien, a writer and veteran of the Vietnam War who graduates from Harvard 
and publishes a novel called Going After Cacciato, and a memoir called If I Die in a Combat Zone.  This, however, is not the author 
Tim O’Brien.  Of this, Silbergleid writes, “in this way, the book calls attention to its apparent basis in reality, reasserting what many 
readers take to be a central premise, or promise, of mimetic representation, that life will be mirrored in the book” (Silbergleid 130).  
At this point, O’Brien’s language leads the reader to believe that the stories are a representation of what really happened.  

In tune with other examples of metafiction, this misrepresentation creates uncertainty because the reader, at this point, is 
unsure of whether “Tim” the character is really Tim the author, and whether the work really is a work of autobiographical truth or one 
of fiction. This, in turn, creates dual realities and results in situational ambiguity.  
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from “Closet Space” 
A heavy rain began to fall.  The coach blew his whistle.  Practice was over, but the boy continued to play.  His mother retrieved an 
umbrella from her car.  She walked onto the field and called his name.  The boy knew his day was over.  
 
We’re leaving.  
Why? 
Dinner.  We have to get home for dinner.  
Okay. 
Go say bye to your friends. 
All of them?  
Yes, sweetie.  All of them.  
 
The boy looked over his shoulder.  He didn’t want to go.  But he had to.  And he did as he was told.  He packed his things into his gym 
bag.  Glove, bat, balls, hat.  His mother loaded the bag into the trunk of the car.  The boy walked over to his friends and said his 
goodbyes.  His mother started the car.  She honked twice before the boy made his way back.  He settled into his seat reluctantly.  They 
headed home.  
 
The car ride was long.  Silent.  The day had grown grey and heavy.  The boy reached into his backpack and pulled a toy plane from a 
side pocket.  He held the plane in his hand and traced wide arcs through the ashen sky.  
 
The day had worn on the boy.  They made it half of the way before he dozed off.  
 
Only the sudden jolt of stopping woke the boy. They were home.  He followed his mother into the house.  They made their way into 
the kitchen.  The boy’s mother would prepare dinner.  The boy, in the meantime, would do some homework.  Instead, he fell onto the 
couch.  He slept again.  
 
It was dark now.  His mother’s voice woke him.   Dinner’s ready.  
 
The boy rubbed his eyes and made his way to the dinner table.  He and his mother sat for dinner.  He ate vigorously.  As the boy 
finished his dinner, the phone rang.  His mother answered.  Her disposition changed.  A bright smile gave way to an empty, solemn 
gaze.  Only small creases were left, each a reminder of happier days.  The boy finished his dinner.  His mother finished her 
conversation.  She walked over to the table and gathered the dishes.  
 
Who was it?  
Go upstairs. 
Wh- 
Go upstairs, honey. 
Is dad coming? 
Yes.  
Is everything okay? 
Yes.  
Is he gonna hurt us again?  
No. He doesn’t mean it, you know.  Your father’s not a bad man.  It’s just- 
But he made you cry. 
Yes.  But he loves both of us.  Don’t ever forget that.  He just doesn’t always do a good job of showing it.  Now go upstairs. 
Okay. 
 
The boy went up to his room.  He grabbed a book he’d read many times.  He began to read.  
 
The boy heard his father’s car pull into the driveway.  The low, distinct rumble and roll of the dying engine.  The front door opened 
and slammed shut.  
 

 
 
O'Brien, Tim.  The Things They Carried:  A Work of Fiction.  Boston:  Houghton Mifflin Harcourt, 2009.  Print. 
Robin Silbergleid.  "Making Things Present:  Tim O’Brien’s Autobiographical Metafiction."  Contemporary Literature 50.1 (2009):  129-55. Print. 
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Ilana Dadras 
 

Professional Writing 
 

 
 

Title 
 

New Journalism:  Revealing a Subjective and Collaborative Truth 
 

Abstract 
 

With the advent of social media and the development of new technology, the ways we communicate are changing 
at an unprecedented pace.  The New Journalists who have emerged since the 1960s pioneered new methods and 
techniques that revealed important truths to society at times when reporting focused on objective facts delivered through 
traditional channels.  Their writing captured the public’s interest and informed them in ways never before explored.  In 
today’s increasingly diverse America, maintaining the art of such narrative journalism has never been more important.   

 

     
 

Reading Selection 
 

New Journalists were creative, innovative, culturally aware and socially sensitive writers who bent the traditional 
rules and created a new form of journalism that was both informative and subjective.  Through reporting techniques like 
immersion—whereby the writer lived and worked among subjects in attempt to penetrate the public/private barrier— and 
through literary techniques such as portraiture, dialogue, perspective, and dramatic pacing, the New Journalists created a 
unique and essential part of American literature.  Audacious writers like Marvel Cooke, writing about  labor  injustices in 
the 1950s, and Joan Didion, exploring the hippie counterculture in 1960s San Francisco, made New Journalism both a 
news source and an informative form of creative writing, thus its alternate name: creative non-fiction.  More recent 
practitioners like Ted Conover explored the tribulations of immigrants and prison workers; Adrian Nicole LeBlanc 
exposed the realities of poverty in the Bronx, and Katherine Boo assessed the success of an outreach program for young, 
poor mothers in Louisiana.  The scope of journalism was widened as a result of these writers’ innovative styles; they 
positioned themselves at the center of the story, “channeling a character’s thoughts, using nonstandard punctuation, and 
exploding traditional narrative forms,” which enabled the exposition of subjects in detail that had never before been 
explored (Boynton 3). . . .  

In the preface to Coyotes, Conover states that "[The book] relates to policy only insofar as I hope through it to 
flesh out a missing perspective in the immigration debate: the perspective of those whom the whole thing is about” 
(Skipper).  This quote is a testament to his dedication to documenting the undocumented, to finding the untold story, to 
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focusing on the overlooked and bringing their stories to public light.  The goal of his writing was not to dramatize a 
situation or spin it one way or the other; rather, it was to allow the reader to enter the life of his subjects, something an 
objective reporter could not achieve.  He writes colloquially, and his work has the flow of a narrative work of fiction.  

Conover’s experience with these men was as important as his documentation of them; after working in the fields 
of a state of Mexico called Nuevo Laredo, he writes, "Over the past few days I had absorbed much of the technique of 
citrus picking - and been thoroughly disabused of the notion that this was some kind of unskilled labor” (“In the Land of 
Avocados”).  Later, he reflects, "Somehow, I had not expected to find beauty in this town made of planks and corrugated 
tin" (Coyotes 4).  He is first shocked at the impoverished and uncertain lives of the immigrants he observes, but then he 
assimilates.  He sees firsthand the tribulations of unskilled labor workers, and learns that their day-to-day life is extremely 
intense, often risky, and never easy.  When he returns home after his long and involved journey, he writes, "I suddenly felt 
a great excitement and wave of relief, a joy at being home again after so many weeks, out of the hands of the coyotes, 
away from the Mexican law enforcement, back in a place, I thought, where I could explain myself out of most 
predicaments I might find myself in" (Coyotes 25).  The narrative becomes a sort of personal memoir, but one that 
indulges a more selfless form of subjectivity in which the writer uses himself as a vehicle for the expression of a people 
with no public voice.  

Asked what basic elements he requires for a good story, Conover responded, "The same as those required for 
good fiction: character, conflict, and change through time.  And, if you're really blessed, you get resolution"  (Boynton 
11).  Just as a fiction writer needs to develop these aspects of his story, a journalist must search for the right subjects and 
hone their portrayal to express an idea or moral that might inspire understanding: social change at best, or at least, social 
consciousness.  His aim in reporting was navigating “the fine lines separating ‘us’ from ‘them,’ and the elaborate rituals 
and markers . . . that we have developed to bolster such distinctions” (Boynton 4).   

Though he didn’t pass as one of his subjects in Coyotes as he did in Newjack, Conover did live the life of the 
people he chronicled.  In doing so, he forged a trust with subjects never before explored.  Though they won the trust of the 
people they reported on, New Journalists often risked (and accepted) the danger of betraying the very trust they worked so 
hard to build.  Deception was sometimes a necessary step towards weeding out the greater truth.  For example,   in order 
to pass as a day worker in “the Bronx Slave Market,” Cooke spoke to the women she encountered as if she were one of 
them; not once did she mention her true intentions.  A fellow worker remarked, “I ain’t seen you up here before…you’re 
new, ain’t you?” and Cooke lied in order to foster conversation, responding that she was, indeed, a new worker.  The lie 
was necessary in the service of a greater moral purpose (Cooke).  

In "The Journalist and the Murderer," an examination of the professional choices and ethical consequences 
reporters face, author Janet Malcolm reflects, “Every journalist who is not too stupid or too full of himself to notice what 
is going on knows what he does is morally indefensible. He is a kind of confidence man, preying on people’s vanity, 
ignorance, or loneliness, gaining their trust and betraying them without remorse” (Malcolm).  Though this may be true for 
a writer whose only pursuit is a sellable story, the New Journalists were reporting for a higher cause.   It’s the journalist’s 
responsibility to make sure a story is indeed for a greater good, and their breach of trust is forgivable for what it ultimately 
achieves.  
 Malcolm also observes that "the subject of a profile feels especially betrayed because the writer who had 
previously appeared so friendly, so interested in the subject’s view of the world, really had no intention of telling the story 
the subject wanted told.  The journalist is always in it for himself."  Though this is the reaction many subjects have, the 
intention of the immersed journalist such as Conover or Cooke is rarely self-involved, narcissistic, or exploitative.  New 
journalists don’t always tell the story their subjects want them to, but not because they want to exploit them—rather, 
because they don’t always know what the story will be when they start.  The risks they take while reporting are necessary 
to reveal a truth that might be unknown to the public. Through successfully revealing the subjects' lives, they might find 
compassion.  Cooke’s work results in reform, and Conover’s in understanding.   

 
Boynton, Robert S.  The New New Journalism.  New York:  Vintage Books, Random House, 2005.  Print.  
Conover, Ted.  Coyotes:  A Journey Across Borders with America's Illegal Migrants.  New York:  Vintage Books, 2006.  Print. 
Conover, Ted.  "In the Land of Avocados" Excerpt of Coyotes.  Web.  22 Nov. 2012.  <http://www.tedconover.com/book-

coyotes/excerpt-of-coyotes/>.  
Cooke, Marvel.  "The Bronx Slave Market."  Caring Labor:  An Archive.  N.p., n.d.  Web.  1 Jan. 2013. 

<http://caringlabor.wordpress.com/2010/12/01/marvel-cooke-the-bronx-slave-market/>. 
Malcolm, Janet.  The Journalist and the Murderer.  New York:  Knopf , 1990.  Print. 
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Allison Dillon 
 

Literature 
 

  
 

Title 
 

What a Character:  A Metafictional Story and an Analysis of Postmodern Metafiction 
 

Abstract 
 

This paper provides a critique of how metafiction functions to illuminate postmodern themes regarding fiction and reality.  I examine 
the use of metafictional techniques including stories within stories, framing devices, genre-mixing, and authorial intrusion within three 
texts:  Italo Calvino's If on a winter's Night a Traveler, William Goldman's The Princess Bride, and Kurt Vonnegut's Slaughterhouse 
Five.  I look closely at the way barriers between worlds of a text are constructed.  I then present my own metafictional short story 
which utilizes similar techniques to blur the line between fiction and reality.   

 

    
 

Reading Selection 
 
From critical essay: 
 While metafiction is a relatively new term, coined by William H. Gass in 1970, the concept can be traced back centuries. 
Metafictional techniques can be seen in classic literature, such as Geoffrey Chaucer's The Canterbury Tales, in which Chaucer  tells a 
story about listening to other people's stories on a pilgrimage. He relays these stories to us and interjects with his own comments. 
Through the use of multiple storytellers, Chaucer uses metafictional devices such as appearing as "himself," mixing genres, and 
creating layers of fictional worlds whereby boundaries between "reality" of the storytellers and the fiction that they tell are crossed.  
 While Waugh argues metafiction is possibly as old as fiction itself, metafiction's popularity arose during postmodernism. In 
this essay, I am concerned with exploring how metafictional techniques have been used in contemporary literature to articulate 
postmodern themes regarding reality and fiction. Metafiction frequently utilizes themes related to language and identity to enhance its 
commentary on the relationship between fiction and reality. 
 Metafiction uses certain techniques to create layers of fictional worlds in order to explore ontological questions, a 
postmodern concern. While modern literature is usually realist and searches for answers to epistemological questions, Maria Beville 
says postmodern literature "questions not only the nature of existence and concepts of reality, it also takes up issues such as the 
fictionality and textuality of those realities" (49). In other words, modern literature attempts to transfer knowledge about the world 
whereas postmodern literature attempts to pose questions with ambiguous answers regarding our existence. 
  The most common aspect of metafiction is that of stories within stories. This technique creates boundaries between fictional 
worlds within a text and is enhanced by multiple other techniques in order to constantly cross these boundaries. Metafiction's blur 
between the "reality" and "fiction" of a fictional world leads to questions about how much of fiction and reality is blurred in the 
empirical world. What would the world be without fiction? What role does fiction play in shaping our societies and our own personal 
identities? Lisbeth Rieshøj Pedersen lists common questions probed within postmodern fiction. "What is a world? Do we actually 
know that it is there at all? Of what and how is a world constituted? How does the ‘real’ world relate to the projected world(s) of a 
text? Are we talking worlds rather than world? What happens when worlds clash, overlap, or co-exist" (18)?    
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 This paper will explore how metafictional techniques, including framing devices, the appearance of the author, direct address 
to the reader, and genre mixing are used to probe the reader to ask such ontological questions. Different pieces of metafiction utilize 
these techniques differently. In my discussion, I will analyze three metafictional novels:  If on a winter's Night a Traveler by Italo 
Calvino, Slaughterhouse Five by Kurt Vonnegut, [and] The Princess Bride by William Goldman. I will also briefly mention how I've 
used metafictional techniques within my own short story, "What a Character.”   
 Scholars have argued that metafiction can exist subtly or drastically within a novel. For example, in an interview, Ara 13, a 
metafictionalist, identifies two types of metafiction, "soft metafiction" and "hard metafiction." He illustrates the two through the use of 
hypothetical examples, explaining  soft metafiction “could be just the author saying ‘Hey reader, what are we gonna make of that?’ 
and you go ‘hey wait, he just broke through the barrier. He’s acknowledging that I’m out here, this is a book, and it’s not just a 
window that I’m observing here.” On the other hand, in hard metafiction, “you could have a character say ‘hey stop reading my story, 
or I’m gonna jump out of this book and throttle you’” (ShelfLifeTV)!  However, I believe metafiction runs on a spectrum; some texts 
are more metafictional than others. . . .  

 
From meta-story: 
 . . .  Samantha begins to scribble an outline in attempt to get the memories out as fast as she can before she loses them. 

- Allison's counselor is "Wild" - he glamorizes drug use and believes the institution's methods are 
ridiculous. "Writing is not the way to keep people from drugs; keeping people from drugs is not the way 
to produce good writing." At some point in middle Allison catches "Wild" giving away drugs to bribe 
girls to have sex with him. [. . .] 
-One assignment is to pick poems from a hat and imitate them. Allison sits with the poem, "Spring and 
All" by William Carlos Williams in front of her for two hours.  
-When it is time for them to go to bed, she still has nothing written. However, that night, she suddenly 
knows what she wants to write about -New York City and the freedom of everyday normal life- but she has 
no paper. She'll never remember what she wants to write if she doesn't do it now. She takes out a dollar 
from her bra to write on.  

In moving with my thoughts 
on no one that I know 
but men on the train 
are familiar to my eyes 
that can’t see a word – 
I heard 

 Samantha stops writing; however, she only pauses for a second. That was where she left off in jail. The words continue 
appearing on the page without hesitation before she can even realize she's writing poetry. 

an  irritating girl who 
faked a phone call and 
looked out the window – 
a black man in sweats 
who was twisting and 
moving his head to find 
the girl with the most 
annoying voice 
and a guy came up to hand 
him a hundred dollar bill in 
exchange for 
a bag of something – [. . .] 

 As Samantha writes the last line, a girl squeezes by her. It's the same one who asked her for a cigarette earlier. Samantha 
suddenly remembers the dollar and stuffs her hand into the front pocket of her skintight jeans. She pulls out the key to her storage 
room, and has to stand up to take out the crinkled dollar the girl had given her. She reads the writing on the dollar. 

In moving with my thoughts  
on no one that I know  
but men on the train  
are familiar to my eyes 
that can’t see a word –  
I heard 

  She grabs her notebooks and stands up almost knocking the chair over to rush toward the door. A man with a long gray and 
white beard stands in her way, "Are you seriously gonna leave all that shit there?" He points at the table where Samantha's half eaten 
burger still sat. She ignores him and runs out.  
 Samantha follows the girl onto the cross-town bus and sits behind her. It is the same bus she would have to take to get to her 
mother's house. She watches as the girl balances a notebook on her knee with her long dark hair covering her face. She turns the page 
and Samantha reads over her shoulder as she writes in the same rushed handwriting from the dollar bill.  
 

 
 
Beville, Maria.  Postmodern Studies, Volume 43:  Gothic-postmodernism:  Voicing the Terrors of Postmodernity.  Amsterdam, NLD:  Editions Rodopi, 2009.  Print. 
Pederson, Lisbeth Rieshøj.  Surface Disturbances:  A Reading of Raymond Federman's Surfictions as Histiographic Radical Metafictions.  Aalborg University:  

Department of Languages and Intercultural Studies, 2005.  Web. < http://vbn.aau.dk/files/13276797/Pedersen-nr-39.pdf>  
ShelfLifeTV.  "Interview with Ara 13, Author of Drawers & Booths."  YouTube.   23 September 2008.  Web.  <http://youtu.be/TMsVmwq1Nlg> Web>.  
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The Stone and the Corn:  Literature and Revolution against Neoliberalism 
 

Abstract 
 

Two revolutions are being fought at the same time, with similar motives, separated by three thousand miles of ocean. Two 
writers attempt to reveal the motivations of each side of their respective wars. In Mexico, Subcomandante Marcos and his 
small faction of Maya people fight for autonomy. In India, Arundhati Roy writes political critiques of the government’s 
treatment of the Naxalites, a military group hiding out in the Naxalbari forests.  Both groups give voice to the cultures of 
indigenous people who are marginalized by their government’s greed in the modern global economy.  Marcos and Roy 
play pivotal roles in the spreading that voice through their writings.  I explore the causes of their writings and the 
similarities between the two that give their resistances power and validity in the fight against a globalized market. 

 

  
 

Reading Selection 
 

[Subcomandante] Marcos tells the Don Antonio stories of Our Word is Our Weapon in order to teach us the 
ancient power of Mexico that has been forgotten.  “It’s the injustice governments create that disorders the world and sets 
the few above the many below” (381).  Marcos believes that there is a natural order to the world, one that doesn’t exist 
right now.  By understanding the way the world used to be we could come to realize the natural order.  The way to do this 
is through traditions, and Marcos brings them to us in the stories of Don Antonio.  Antonio tells us that that this natural 
way of living is not something that needs to be recreated, but rather found.  It exists inside us, because the story of the 
future that he fights for can be found in the past, we just need to listen.  “They looked inside themselves, and when they 
looked for silence there, they found it, and found one another and found their path again” (387).  Marcos’ ideal world 
exists; we just need to find the path again. 

The Old Antonio stories are fables and the lessons to each are the blueprint to an ideal world.  “The Tale of the 
Lion and the Mirror” tells the story of Don Antonio as a young boy, and how he killed a lion with a mirror.  Marcos 
writes, “The strength which can defeat the lion is the lion’s own strength.  Only the lion himself can defeat the lion” (392).  
Something with such great power cannot be destroyed from the outside.  It needs to be given the means to deconstruct 
itself. Marcos and the EZLN are not waging war to personally demolish the systems of globalization and neo-liberalism 
that are in place.  They are fighting to hold a mirror up to the world and show it what it is doing to itself, helping us to see 
what the truth is, and what can be done, and change it from the inside. 



12 
 

The mirror is an important symbol in Antonio’s stories. In “The story of the measure of memory,” he calls 
memory “the mirror that helps us understand the present and promises the future” (395).  He goes on to explain that 
memory was a gift handed out by the gods, and everybody got an equal amount.  For this reason, memory is bright and 
sharp in small people, and is difficult to find in the big and powerful.  The marginalized people of the world are the ones 
who remember the world the way it once was, and the way it should be.  They hold the mirror to the truth of the present, 
and the promise of the future.  The few people who hold the power don’t have memory because they profit from the way 
things are.  Without memory they cannot come to understand the present, and see the need for change.  It takes the small 
people to expose that truth. 

The power of the small and the seemingly weak is a theme that stretches through all of Don Antonio’s stories.  In 
“The Story of the Milky Way,” a great serpent attacks many villages and eats all the men, believing the women of the 
village to be incapable of defending themselves without their men. When the women of the village surround the serpent 
and attack him, he is surprised. The “serpent could not defend himself.  He had never thought that the weak would attack 
him in such a thorough way” (403).  But of course, the women were not weak.  The snake looked at them all as 
individuals, and saw women who were weaker than men.  It was only after he was defeated that the snake came to 
understand that by joining together in the defense of a common passion, the women became strong.  The greatest 
weakness of those with power is always their willingness to underestimate those without power.  

The powerful have this weakness because they no longer have to live in fear.  Antonio explains how things used 
to be in the days of the first gods, when the wicked had to be banished from existence.  Instead, they managed to sneak out 
of the cover of darkness and into the day, “where they hid behind the guise of government” (410).  The bad and the 
wicked have taken up positions of power.  The implication is that the positions themselves are wicked institutions, 
incapable of being run without a desire for power.  The fortress of the wicked is within the system that controls and 
regulates the world. It is a difficult struggle that the EZLN faces. 

In “The Story of the False Light, the Stone, and the Corn,” the people celebrate the downfall of the keeper of the 
light, a macaw who labeled himself a god.  His pride earned him the scorn of the gods and the robbed him of everything 
that made him lust for nobility.  It took the power of four gods to expose the truth behind his lies, assaulting him with 
stones and replacing his shining teeth with kernels of corn.  Now, it is up to the people. One paragraph in particular 
outlines the battle that these people face: 

And just as it was then, there have been and there are now among the people those who believe 
themselves to be the sun and moon, and boast of their great and powerful light.  This is also true, of gold, 
money and political power praised as the path and destiny.  Their light blinds and transforms, making the 
false appear true and conceals the truth behind double faces.  When money was turned into a false god 
across the land, false priests made governments and armies so that the lie might endure. (306) 

It is a fight of one truth against another.  Those in power promote themselves as gods and make the pillars of their power 
become the values of the rest of the world.  The idea that money and power direct the path of virtue is infectious, and the 
false light of that idea is leading the people, but Marcos is confident in the war.  Just as it was in “The Story of the False 
Light, the Stone, and the Corn,” there will always be those who struggle against these false idols.  With the stone and the 
corn as weapons, those who see the truth will dedicate their lives to denouncing and unmasking the lie. 
 The stories of Don Antonio tell of the first days of existence, before time was time and the gods were still learning 
how the world was going to be. Although the stories are all different in their topics, there are themes that arch over the 
entire collection.  The deception of the powerful over those who are small is constant throughout Antonio’s stories.  This 
is always balanced by the power of the truth over the lie, and how those who are small and marginalized are the only ones 
capable of harnessing the truth.  The difficulty of that struggle is always stressed. 
 

 
 
Marcos, Subcomandante.  "The Fourth World War Has Begun."  Le Monde diplomatique:  English Edition.  September (1997): 559-

572.  Web.  30 Aug. 2012. <http://mondediplo.com/1997/09/marcos>. 
Marcos, Subcomandante and Ponce De Leon, Juana.  Our Word Is Our Weapon: Selected Writings.  New York:  Seven Stories, 2001. 

Print. 
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Abstract 
 

When I began watching Anime and Toku, what always stood out to me was the apocalyptic theme that these Japanese exports tended 
to have in common.  These frequently appeared in film and television and appear to stem from a traumatic past with technology.  
These films and television shows are cultural reactions and a warning on how technology easily degrades human morality, putting the 
world in danger.  By looking at the six decades of film and television since the dropping of the atomic bomb, we can see the lessons 
Japan tries to teach us about technology endangering human morality.  Japan’s media history serves as a warning to humanity that we 
must try to find a balance between morality and technology in order for our world to survive. 
 

Reading Selection 
 

 Gojira, the original 1954 science fiction film that spawned the better known American Godzilla franchise, is a far cry from its at times 
comical B-list counterparts.  Gojira was a serious reflection of the fears and the anxieties of post-World War II Japanese, the first and thus far only 
victims of an atomic bomb.  Japan was still dealing with the aftermath of the atomic bombing as well as being the losers of the war aimed towards 
progress.   The memory of the attacks in 1945 still lived in the memory of the people. Gojira thus can be viewed not only as an expression of 
nationalism and the belief of Japanese morality being able to conquer all, but also as a tale on the dangers of allowing history to repeat itself and not 
allowing science to conquer humanity. 
 Gojira is set in post-World War II Japan.  The monster is a product of the nuclear explosions and testing which awakened and morphed 
him causing his blind rampage on Japan.  The nuclear explosions referred to in the movies are the bombings of Hiroshima and Nagasaki, and the 
testing to recreate them by other industrial countries all around the world.  The first occurred on August 6, 1945 and the second only three days later 
on August 9 by the United States.   Gojira was originally was released on November 3, 1954 and is probably the least seen film of the Godzilla 
Franchise to global audiences (Tsutsui 27).  The name “Gojira” puzzled many:  “[i]t  . . . is a portmanteau word, the creative fusion of gorira 
(Japanese for gorilla) and kujira (meaning whale)” (Tsutsui 26).  However, Gojira resembles a huge burnt dinosaur.  Despite not having a major 
release in America the film did extremely well in Japan, recording “the best opening-day ticket sales ever in Tokyo and eventually grossed ¥152 
million (well over twice its production costs) on 9.69 million paid admissions” (Tsutsui 32). 

The film begins with a fishing boat being attacked near Ohto Island.  An elder blames the attack and poor fishing on the sea creature 
Gojira.  In the beginning of the film we learn that Gojira is an ancient monster that once was greatly respected for the power that he had in nature.  
The elder states “It will come from the ocean to feed on human kind to survive.  In the old days when the fishing was poor we used to sacrifice girls . 
. . to prevent him from eating us all, yes!  Now, this exorcism ceremony is all that remains of the old traditions” (Gojira).  Many of the younger 
villagers don’t believe the elder, stating “The old man and Godzilla; both relics from days past” (Gojira).  From the elder’s information, it is clear 
that even the villagers who depend directly on nature have lost respect for it and its power.   They go against a long standing tradition because they 
think Gojira is not real, because they think that it is unacceptable to be at the whims of an animal. 

News spreads about Gojira’s attacks and an archeologist, Dr. Yamane, finds large radioactive footprints on the island.  Godzilla attacks and 
then returns to sea. Dr. Yamane reports back to government officials what he saw and found out, stating that Gojira is a Jurassic period survivor who 
lived by eating deep sea organisms and went unnoticed for millions of years by hiding in the ocean’s “deep pockets, abyssal regions that contain 
secrets we have yet to discover. . . .  However, recent experimental nuclear detonations may have drastically altered its natural habitat. I would even 
speculate that an atomic explosion may have removed it from its surroundings.” From here we see how the intrusive nature of technology can 
negatively affect a culture.  Although the government may feel that nuclear weapons are advancement and a wartime essential, its testing is 
interfering with nature and having a negative impact on nature.  Because Gojira’s environment is basically destroyed, he is surfacing on land and 
destroying people. 

Gojira’s surfacing also brings back the reminder of the war and its impact on the people through small quotes and mostly through the films 
imagery.   For example when Dr. Yamane’s daughter Emiko begins to question what will happen if and when Gojira enters Tokyo Bay with her 
boyfriend, Hideto Ogata, and her father, Ogata states that they will just need to find shelters soon.   Dr.Yamane states “The shelters again? That 
stinks.”  Another example is when Emiko and Ogata are talking about telling her father she no longer wants to be engaged to his colleague Serizawa.   
Ogata states that he feels uneasy about it, because Serizawa is a wounded man due to the war, believing this is why Emiko does not want to be with 
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him because of his scar, stating, “If it wasn’t for the war, he wouldn’t have received such a terrible scar.”  This alludes to the notion that all would 
have been well between them if it wasn’t for how the war negatively impacted Serizawa.  These quotes show how intact the idea of the war and 
having to go into shelters to stay safe is still in the minds of Japanese people and that there are still physical as well as mental scars that impacted the 
lives of the Japanese people years after the conclusion of the war.  

Another reminder of the war is seen in the scenes where Gojira attacks.  For example, in the first scene when the boat is attacked, Gojira 
himself is not seen but there is a great flash of light, reminiscent to that of the flash of an atomic bomb, and then the sinking of the ship.  The 
strongest scene is after Gojira wages his full-scale attack on Tokyo City.  The city the next morning is in complete shambles, with scenes of hospitals 
being over filled, victims crying out, and people severely burnt and injured.   This cannot help but bring up war time images and emotions of World 
War II Japan. 

Dr. Yamane’s friend, Serizawa, is a fellow scientist who comes up with an oxygen destroyer which does as its name suggests and causes 
asphyxiation at a rapid pace.   Serizawa refuses to share his findings with the world, only showing his fiancé Emiko because he fears that “used as a 
weapon, this would be as powerful as a nuclear bomb” (Gojira), causing utter chaos.  Serizawa’s creation of technology puts him in a bind, because 
now he must choose either to keep his creation from the eyes and greed of the world or to save his people.  This creates a great moral conflict within 
him. 

 Serizawa takes responsibility for his part of science.   After some convincing from his fiancé Emiko and Ogata, and feeling guilty about 
the destruction that inflicted the city, Serizawa goes down to implant his oxygen destroyer in the ocean with Ogata, burning all papers referring to his 
invention.  Once he sets off his invention in the ocean where Gojira resides, Serizawa cuts his oxygen cord, sacrificing himself, his invention, and his 
knowledge, so that way it could not be used against humankind. 

Through Serizawa’s heroism and the act of Gojira attacking Japan, Japan makes itself look like the powerless victim who ultimately saved 
the world (Tsutsui 35).  Serizawa’s self-sacrifice also shows Japanese national opinion on the use of science at the time. Serizawa had to struggle 
with whether or not to use his creation.  He ultimately decides to use it for the betterment of Japan and the world, and chooses not to allow 
knowledge of it to get out, to ensure that it would not be used improperly. This shows that “’good’ Japanese Science , which would never be used  for 
aggressive or self- serving ends, triumphs over ‘bad’ American Science, which has misused the wonders of technology  and bears responsibility” 
(Tsutsui 36).  

Overall, for the creators, Gojira was a way of “making radiation visible,” of giving tangible form of unspoken fears of the Bomb, nuclear 
testing, and environmental degradation (Tsutsui 33).”  Although Serizawa was responsible for his creation, the movie leaves an important message at 
the end which is that the world is just not the responsibility of one person’s good decisions but of all peoples.  Dr. Yamane even states after the heroic 
actions of Serizawa, “I can’t believe that Godzilla was the only surviving member of its species. But if we keep on conducting nuclear test, it’s 
possible that another Godzilla might appear somewhere in the world, again.” Despite the apocalyptic warning, the world is once again at peace, and 
humanity is once again given a chance to flourish, because Serizawa remained moral and made decisions with technology without only thinking 
about himself. 
 The film evaluates many aspects of science, technology, and morality.  The modern world has shown with the atomic bombings of WWII 
just how irresponsible it can be with science and technology. Instead of protecting and avoiding the invention of the atomic bomb, the technology and 
the desire for it ran rampant and no one could stop it.  The world embarked in an arms race with the Cold War and the constant threat of one country 
using it against another, engendering fears of a coming apocalypse.   
  The film shows the dangers that science and technology can cause and their aftermath. It also asks and answers the question of just how far 
someone should go to save humanity. Gojira, however, gives “this theme a nationalistic twist. . . .  [I]t is Japanese science personified by the humane 
Japanese scientist whose suicide helps destroy Godzilla, that ultimately saves the world” (Napier 331). The film shows that scientists must take 
ownership over their creations for the world's benefit since new technology allows for more diabolical creations.  
 Morally, Gojira shows that sometimes one has to go beyond personal satisfaction to do what is right. Serizawa at first was selfish with his 
creation and did not want anybody to know about. It would just be his to own and never use.  However, when the oxygen destroyer was needed for 
the betterment of his people, he ignored his wants.  If he would not have sacrificed himself and his knowledge, he would have surely become a 
national hero and a well-respected scientist.  He instead choose to let go because he thought ahead to the aftermath his inventions and did not want to 
be the cause of it, unlike the US bombings of Japan whose affects lasted and had an impact on the lives of its victims for the rest of their lives. 
  The self-sacrifice displayed in Gojira shows faith in humanity to do right towards each other.  As one surviving victim of the atomic 
bombings states, “The best way of taking revenge on an enemy is by learning how to forgive” (NatGeo).  Although we know how to make these 
weapons and have had numerous wars since WWII, the atomic bomb has not been used since the attacks on Japan even though the technology still 
exists.  This shows that there is a reason to retain hope in the innate good of human morality.  Retaining the hope that morality will prosper in the 
face of technology is seen in the next decade as well with Alakazam the Great, a story about how a monkey learned wisdom, mercy, and humility.  
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Abstract 

 
This essay looks at rules for maidens and wives as they are described by Juan Luis Vives’ Instruction of Christian Women (1524) and 
seen in 16th- and 17th-century English dramas.  Women like Graphina in Elizabeth Cary’s The Tragedy of Mariam (1613) and Octavia 
from Shakespeare’s Antony and Cleopatra (1623) follow Vives’ rules and are therefore silenced within them.  Elizabeth I and Cary’s 
Salome break these rules and are able to speak their mind but at a cost.  My interest is the women who find a middle ground between 
obedience and defiance. Shakespeare presents maidens and wives who navigate social rules in Romeo and Juliet (pub. 1597) and As 
You Like It (pub. 1623).  Aphra Behn in The Rover (1677) and Margaret Cavendish in True Relation (1656) feature women who play 
by the rules as maidens to get the marriages they want as wives. However there are men who turn these rules against women, as 
Desdemona and Mariam discover in Othello (1603) and The Tragedy of Mariam (1613). 
 

   
 

Reading Selection 
 

Even though it seems as if maidens and wives have only two choices—either to follow or flout the rules for being a good 
Christian woman, some women find a balance between these two extremes.  A few maidens find a way to go against the path society 
set for them and reach the outcome they themselves desired, while still being perfectly chaste.  Certain wives were also very vocal 
about their desires, speaking to their husbands and other men as equals, but remaining chaste throughout.  In the pages that follow, I 
explore six major heroines—maidens and would-be wives in the enclosed spaces of home or tomb or forest; maidens looking for 
husbands out in the world; and wives speaking from within the confines of home and marriage.  I begin by looking at two heroines, 
Shakespeare’s Juliet from Romeo and Juliet and Rosalind from As You Like It.  Though maidens at home or in the enclosed spaces of 
a tomb or a forest, these women use every resource they can find to establish themselves as strong and moral fiancées and wives. 
 Though Juliet starts off a maiden in Shakespeare’s Romeo and Juliet and must conduct herself as such right through Act IV, 
she is betrothed in Act I, married in Act III, and widowed by the end of the play, when she takes her own life to remain true to Romeo.  
Forced by events to take on and perform the double roles of pure maiden and faithful wife, Juliet makes both roles work for her in her 
pursuit of marital fidelity. 
 Romeo and Juliet’s first meeting makes clear just how strong, articulate, and commanding Juliet is as a maiden, in a way that 
answers but goes well beyond what Vives imagined.  The first time Romeo and Juliet speak, they were both in tune with one another: 

Romeo: [Taking Juliet’s hand] If I profane with my unworthiest hand 
This holy shrine, the gentle sin is this: 
My lips, two blushing pilgrims, ready stand 
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To smooth that rough touch with a tender kiss. 
Juliet: Good pilgrim, you do wrong your hand too much, 
Which mannerly devotion shows in this, 
For saints have hands that pilgrim’s’ hands do touch, 
And palm to palm is holy palmer’s kiss. (Shakespeare, Romeo and Juliet, I.v.91-98) 

In this scene, one can see that although Romeo has a way with words, Juliet can speak just as well as Romeo.  She can clearly keep up 
with Romeo:  Juliet answers Romeo’s attempt to touch her hand and kiss her by admitting that holding someone’s hand can be 
considered an act of holy intimacy.  In saying this, she clearly takes control over the conversation: she responds to Romeo’s romantic 
words in kind words—and her answer to Romeo makes their conversation a perfect sonnet. 

Soon after, Juliet more or less proposes to Romeo.  Juliet steps into her balcony, not knowing that Romeo is hiding right 
under it; she says, “O Romeo, Romeo! Wherefore art thou Romeo? / Deny thy father and refuse they name. / Or, if thou will not, be 
but sworn my love, / And I’ll no longer be a Capulet” (II.ii.33-36).  In this speech, the reader can see Juliet’s lack of concern for the 
rivalry between her family and Romeo’s family.  In asking him to give up his name, she asks him to give up what makes him himself.  
Romeo’s last name is what ties him to his family.  His name is what makes him the man of the family and in wanting him to give it up, 
she asks him to give up his family.  Her way of refusing her own last name for Romeo shows that she herself will give up anything for 
him, even her ties to her own family.  She finds no importance in her name if it means that they cannot be together.  

After Romeo explains to Juliet how he found his way to her balcony, Juliet tells him: 
O gentle Romeo, 
If thou dost love, pronounce it faithfully. 
Or if thou think’st I am too quickly won, 
I’ll frown and be perverse and say thee nay, 
So thou wilt too. But else, not for the world. 
In truth, fair Montague, I am too fond, 
And therefore thou mayst think my ‘havior light. 
But trust me, gentleman, I’ll prove more true 
Than those that have more coying to be strange. (II.ii.93-101) 

This statement shows how aware Juliet is of her behavior.  She knows that she is giving her love to Romeo quite fast.  She knows that, 
as a man, Romeo thinks that she is giving her love too easily.  She is aware of how women are supposed to act during this time, the 
Renaissance, and she knows she does not seem to be acting much like a lady.  Even though Juliet is aware of this, she is still 
expressing her feelings to Romeo in such a way that pledges her fidelity to him.  In doing this, she fulfills the first requirement of 
marriage, mutual vows.  

As their conversation goes on, Juliet takes further charge of their relationship:  
If that thy bent of love be honorable, 
Thy purpose marriage, send me word tomorrow 
By one that I’ll procure to come to thee 
Where and what time thou wilt perform the rite, 
And all my fortunes at thy foot I’ll lay 
And follow thee my lord throughout the world. (II.ii.142-148) 

Juliet is the one who essentially proposes their marriage.  She says that if Romeo means to ask her for her hand in marriage, then let 
them get married tomorrow.  Juliet seems to be crossing bounds by initiating their proposal and revealing her feelings, but she does so 
with a maiden’s awareness of what is required for Christian marriage.  She takes initiative and uses reason, speech, and knowledge of 
rules to achieve a socially accepted state. 

In Act Three, Juliet waits to give herself to her new husband, Romeo, which would fulfill the second requirement for a 
marriage, consummation.  Juliet says to herself, “Come, civil night, / Thou sober-suited matron, all in black, / And learn me how to 
lose a winning match / Played for a pair of stainless maidenhood” (III.ii.10-13).  Later on, Juliet goes on to say “Oh, I have bought the 
mansion of a love, / But not possessed it, and though I am sold, / Not yet enjoyed” (III.ii.26-28).  Juliet is aware that having a husband 
means giving your body, mind, and heart to him.  Entirely according to Vives’ rules, she yearns for sexual intimacy with her new 
husband:  “Romeo / Leap to these arms, untalked of and unseen. / Lovers can see to do their amorous rites / By their own beauties” 
(III.ii.6-9).  Reflecting her transition from pure maiden to pure wife, Juliet acknowledges that it is not only natural but also necessary 
for married lovers to consummate their love. 
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The book is dead.   
 

 
 

 
 
 
 

 
 
 
 
 
 

Long live the book! 
 
 
 
 
 
 

 
 
 
 
 
 
 
 

 
 
 
 

 
 


