














ANNOUNCEMENTS

Great River Review, a journal of Midwestern literature, announces the

publicstion of Volume 2, #3. This issue includes fiction by Delores Burdick,
Viane Frye, Rosemary Klein Robert Dries, and Steven Finney, an essay on the
prairie by Paul Grouchow, and poetry by John Caddy, pavid Allen Evans, Helen
Valenta, Florence Dacey and msny others. The review is published twice a year and

seeks submission of fiction, poetry, essays, snd articles on contemporsry Midwestern

writers up to 4,000 words Subscriptions $8.00 for three issues #3 00 per copy.

Address'- Great River Review, P.0. Box 14805, Minneapolis MN 55614
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The Clyde, Ohio, Heritage Association held a symposium commemorsting the 104th

anniverssry of Sherwood Anderson's birth on September 13, 1980 in the c1yde Public

A

Library. Coordinstor was Thsddeus Hurd of Clyde, a member of the SOciety, and

chief speaker was Gene H. Dent, Lakeland Community College and past president of
_ s Wl el ! fse s $ord
the Society.
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A special one- day Conference on Wisconsin Writers was held on Friday, September 125

]

1980, at Lawrence University in Appleton, Wisconsina e, 4, *u:, ¢ szemgia¥
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The University of Missouri held a week-long symposium on Missouri writers

September 22-26, 1980. Coordinator was Douglas Wixson, thember of the Society,

and featured speaker was David D. Anderson of the Society
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The Society will sponsor special programslon.Noyember 6, 1980, in Minneapolis
in conjunction with the Midwest Modern Language Association and on December 28,

1980, in Houston in conjunction with the Modern Language Association.
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The Darker Side of Toni Morrison's 3Song of Solomon

Marilyn Judith Atlas

Song of Solomon, published in 1977, Toni Morrison's third novel, examines

the distortion of black people’s lives in m'dwestern America. Although the
solution that the novel favors is surrender to the air, or spiritual transcen-
dence,l it is not the only solution that it seriously explores. In a society
where there is no justice for black people, Morrison, through her character
Guitar Baihs, and the revolutionary society he joins, the Seven Days, studies
tie repercussions of political violence, what it means in terms of society, and
how it affects the lives of those who participate in it.

Most of the characters in the novel, Milkman, Hagar, Ruth, Corinthians,
Pilate, and Macon, do nothing to change the tenor of society. Mostly they
accept the distortions within their world, and if they strike out, they do
S0 against one another instead of against their real enemies: white racists
and white racist insituti =<, Their loyalty is cither to themselves or at
most familial, never extending outward to embrace the black race. Only
Guitar Bairs and the other members of the Seven Days attempt to focus their

o=+ v the white power structure, and if not change it, at least assure
that their people 1dsé no more ground in it.

In creat{ﬁg‘cdiéaf and the other members of the Seven Days, and in
making them sympathetic characters, Morrison is forcing the reader to take
the solution ofivialence seribusly. During the 1960s and early 1970s many
intellectuals, among them Jearn-Paul Sartre, Leroi Jones, and Hannah Arendt,
took a close look at the legitimacy of political violence and came to very

much the same conclusion as Guitar Bains:



violadce can be a rational way of dealing with the forces of a power-
ful, distorted culture.? Hannah Arendt, in On Violence, directly states
what Tonj  Morrison's- . Song of Solomon implies: ot

Since men live in a world of appearances and, in their dealings
with it, depend on manifestation, hypocrisy's conceits--as dis-
tinguished from expedient ruses, followed by disclosure in due
time--cannot be met by so-called reasonable behavior. Words can
be relied on only if one is sure that their function is to reveal
and not to conceal....To use reason when reason is used as a trap
is mot 'rational'; just as to use a gun in self-defense is not
“irrational.’3

Morrison has her character, Guitar Bains, effectively argue that violence can
be rational. Guitar lives in a society which is biased against black people
and feels compelled to join a group, the Seven Days, which sets up its own system

of justice He explains to his best friend, Milkman, that such a group is

A}

both necessary and perfectly justifiable

"Do we have a court? Is there one courthouse in one city in
the country where a jury would convict them? There are places
right now where a Negro still can't testify against a white
man. Where the judge, the jury, the court, are legally bound

to ignore anything a Negro has to say. What that means is that
a black man is a victim of a crime only when a white man says
he is. Only then. If there was anything like or near justice
or courts when a cracker kills a Negro, there Xouldn't have to
be no Seven Days. But there ain't; so we are.'

While Arendt discusses the theory of political violence, Morrison explores
how this theory, if accepted and acted upon, can distort and destroy individual‘ 74
lives. If one accepts the role oé revolutionary, the burden of being res-
ponsible for racial balance, and social justice, one pays the price of one's
humanity. Milkman warns Guitar of this, stating that his philosophy is
dangerous and can easily lead to destruction, not simply of the enemy, but

of what Guitar is trying to protect:

"Guitar, none of that shit is going to change how I live or how
any other Negro lives. What you're doing is crazy. And something



.else: it's a habit. If you do it enough, you can do it to any-
body. You know what I mean? A torpedo is a torpedo, I don't
.care what his reasons. You can off anybody you.don't like. :You
can off me."” (pn. 161-2).

As Milkman ﬁredicfs, Guitar does turn against members of his own racé in
his attempt to foster the cause of his society, and he does distort
reality. His stan&arda are -too rigid and ﬁe brgaks under their pteéguré.-.
But Morrison never dismisaes either the man: or his method A i

When Morrison c;e;gés the membets of the Seven Days, she attempts to.. make
them human rather than either despicable or saintly; she also makes :them
uncomfortable with both their society and with their solution. . Morrison begins .
her novel eleven years after the Seven Days originates. One of its members,
Robert Smith, an insurance agent, is: about:to fly across Lake Superior from
the cupola of the .town's all-white hospital. He wears wide blue silk wings
and is reduced:to.the term 'nutwagon'' by Guitars Grandmother. . Two days before
the event he tacks a note on the door of his .house explaining his plans to
fly, and confessing his.love for hig people. He adds a line. asking for .
forgiveness:. implicit in:thisapology is that he is nojlenges; able to function
as a member of the Seven Days. -Thus, when we meet Robert, Smith, he has.
already broken under the pressure of his distorted life; on the afternoon
posted in his message, he jumps, to;his death.

Another member of the Seven Days, Henry Porter, is also introduced to
the reader early in the novel. He, too, is unable:to cope with the solution
he has chosen for himself; he, too, needs to communicate to his people that
he loves them. Our first image of Porter is of. him drunkenly hanging from

the window of his rented -apartment holding a gun, cursing, screaming,

urinating, and pleading for a woman. A .crowd gathers and jeers at him and



he responds to ‘their lack of sympathy with anger and frustration: '~'Stop it.
Don't act like thaﬁ. Don't 'you see I love ya? 1'd die for ya, kill for ya;L
(p. 26). His chastisemenf’of the crowd turns into a private monologue and he
confesses that his love is too great a burden to bear:

"Gimme hate, Lord,"” he whimpered. ‘'I'll take hate any day.

But don't give me love. I can't take no more love, Lord.

I can't carry it. Just like Mr. Smith. He couldn't carry

it....Ain't it heavy? Jesus? Ain't love heavy? Don't you

see, Lord? You own son couldn't carry it. If it killed Him,

what. You think it's gonna do to me? Huh? Huh?" . (p. 26).

His anger with God is.-quickly transferred to anger with his landlord, Macon
Dead, who has joined the crowd in hopes of collecting his overdue rent. Porter
considers shooting Macon, decides he would rather shoot himself, but is too
drunk to turn the shotgun; finally he drops it out of the window and collapses.

But unlike Smith, Porter recovers and continues his membership in the
Seven Days. He learns to survive his burden of love and his commitment to .
the black race. When the reader meets him again he is forming a vital
relationship with Macon's daughter, Corinthians; he is strong, controlled,
able to give love, generally no man to be either laughed at or scorned.

In another early, and memorable, scene, the reader meets Railroad Tommy,
one of the owners of the black barber shop, and another member of the Seven
Days. Like Robert Smith and Henry Porter, Railroad Tommy is bitterly aware
that his life is painfully distorted. The reader meets him when Guitar and
Milkman, then seventeen and thirteen respectively, wander through the Blood
Bank, the poon black section of Detroit. They dejectedly complain to Tommy .. :
that after cutting school and going to Feather's pool hall, Feather has
refused to sell them beer because Milkman's father, Macon, is a ruthless

black capitalist and Feather blames Milkman for his father's sins. After

listening to their story, Railroad Tommy, at least at first, attempts to



tease tﬁem out:of ﬁhei}‘diéappointment:
"You think that something? Not hAV1ng'a beer? Well, let me
ask you something. You ever stood stock still in the galley
of the Baltimore and Ohio dining car in the middle of the
night when the kitchen closed down and everything s neat and
ready for the next day? And the engine's highballing down the
. track and three of your buddies is waiting for you with a brand-
‘new deck of cards” .. .That's right, you never. And you never
going to. That's one more thrill you not going to have, let
alone a bottle of beer....You ever pull fourteen days straight
and come home to a sweet woman, clean sheets, and a fifth of
Wild Turkey?.... 2 (p '59)
Tommy 's mock ‘serious routine continﬁea, but near its end his tone changes.
Guitar,'aftéfwbé{ng prdmise&'no baked Alaéka, grabs his own fhroat:féigningnA
horror and ctyiﬂg'that his heart is breaking; Tommylfbcdéés on:thisi{maée::
of a broken heart and stops teasing: he promises Guitar a broken heart and
a whole lot of folly. Guitar tries to continue the light tone étitingﬁtﬁat
all he and Milkman wanted was a bottle of beer, but Tommy has become serious.
He'simpli and Doweffuiiy says, '''Yeah, weIl,'welcome aboard.'" fhe
impossibility of satisfaction even when what one asks for is legitimate and
small is a serious problem for the characters in Song of Solomon.

Morrison has not yeﬁYiﬁtrOducéd the Seven Days directly. Before she
does that she carefully portrays the motivation that her characters have for
forming such a society. They live in a violent world, and the privileges
they_qeq surrounding them areioﬁtéﬁ outside of their reach. Fruﬁtfated and
disaatisfied?'they.are despetapé‘for‘éhange gnd for some control over their
lives.

Although Morrison creates some very effective scenes using Rober§“89}§ph
Henry Porter and Railroad Tommy, the member of the Seven Days she most

closely examines is Guitar Bains. Of all the Seven Days, he is the most

fully developed. The reader meets him during the first chapter of the novel.
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He is then six years old, standiag with his grgndmother and waitiqg for
Robert Smith to jump off the hospital's cupola.v Even at six, Guifar is
bright enough to notice that the nurse Vho asks him to run and get the
hospital guard has spelled admissions 1ncorrectiy, she has left out an
"'s'", and he is secure enough'in the accuracy of his perceptions tolyerbalize
this to his grandmother. Pilate is also present in this'scepe and her
singing of an ancestrial song about flying attracts him as much as Robert
Smith's take off. Although, as he grown older, Guitar willhhave the social
consciousness of Robert Smith, his attraction to sniritual transcendence
will never fully dissipate: it remains part of what he respects, and as
the reader will find out in the last scene, part of what he is_capgble.
Morrison purposefully nakes Guitar fascinétiqgi Sﬁe does notlwant
his solution of violence to be easily dismissed. Physically hé is attractivg:
his yellow catlike eyes add intensity to his face,_and reinforce his aura of |
indgpendence and strquth; spiritually he is interesting: as a young child
he cried desperate;y for a guitar which he never gets; thus, he has the
sensibility, if not the instrument of an artist. Morrison also makes him
uncannily brave. Guitar explains how even as a child he was a natural
hunter: ‘
"I used to hunt a lot. From the time I could walk almost and
I was good at it. Everybody said I was a natural. I could hear
anything, smell anything, and see like a cat. You know what I
m22n? A natural. And I was never scared--not of the dark or
shadows or funny sounds, and I was never afraid to kill.
Anything." (p. 85)
Guitar may not have been afraid to kill anything, but there were animals
which he did not want to harm: when he accidentally kills a doe instead of

a deer he is upset because he has broken his self-imposed standards.

In creating Guitar, Morrison forms a vital, brave, and sensitive



:indiyiﬁual.who sets standards for himself; she also creates a loyal, pro-
tective friend.‘ When Milkman is teased by his fellow echool mates, Guitar
willingly:comes.to his aid, enjoying the fight. After it, without any
gelf-consciousness, he removes his own beseball cap, tells Milkman to wipe
the blood from hia‘nose, and simply replaces it on his head (p. 267).

vBecause he senses whet Milkman needs and because he is brave enough to act,
'Guitar becomes the main liberating force in Milkman's life. It'is‘ﬂé“who
introduces Milkman to his aunt Pilate, and thus provides him with his first
experience of complete happiness (p 47)

Morrison does not simply give Guiter positive, vital characteristics
4she tempers his personality with a traumatic youth As a young child he
learns that people do not get what they earn, that there is often no con-
nectfon between service and benefite, and that human kindnesa is frequently
an empty gesture. His early experience with injustice centers around his»
father c grotesque death, colors his attitude toward justice and actividm 1B &ty
and helps explain why such a group as the Seven Days is’ attractive to’ him

he narrator tells the teader what ' ia too painful fot Guitar' to” verbalize""’1

TR T (e

even to his best friend Milkman

his mother smiled when the white man hahded her the four = U8
ten-dolmar bills. More than gratitude was showing in her
tyes. More than that. Not love, but a willingness to love.

' Her husband was sliced in half and boxed backward. He'd heard
the mill men tell how the two halves, not even fitted together, heale
were placed cut, side down, skin side up, in the coffin. F4Ctng
cach other. '

clomi

st

Even so, his’ mother had smiled and shown that willingness to

- love the man who was responsible for dividing his father wup . -
throughout ‘eternity. It wasn't the divinity from the foreman's'
wife that mede him sick. That came later. It was the fact:

that instead of life insurance, the sawmill owner gave his

mother forty dollars "to tide you and the kids over," amnd ' -
she took it happily and bought each of them a big peppermint
stick on the very day of the fumeral. Guitar's two sisters and



. baby brother sucked away at the bone-white and blood-red stick,
but Guitar couldn't. He held it in his hand until it stuck there.
'All day he held it. At the graveside, at the funeral supper,
all the sleepless night. The others made fun of what they
believed was his miserliness, but he could not eat it or throw
it away, until finally, in the outhouse, he let if fall into
the earth's stinking hole. (pp. 226-7)
The situation affects him deeply and he never can eat sweets or look at an
individual smiling in the face of injustice without feeling ill. The experi-
ence not only marks him in ways he understands, he hates candy and injustice,
but it also marks him in ways he doesn't understand, he hates black individuals
who can eat candy even in the face of adversity. His advice to Milkman, that
Milkman should try to forgive his family their distortions, is advice that

Guitar himself cannot internzlize:

"Listen, baby, people do funny things. Specially us. The cards
are stacked against us and just trying to stay in the game,
_stay alive and in the game, makes us do funny things. Things
we can't help. Things that make us hurt one another. We don't
. even know why." (p. 88)
Guitar has problems accepting his ~=2ce for what they are. He is disgusted
by black people who do not share his outrage at white society. Honore
Island, the black resort area where Milkman's father owns summer homes,
represents a world of false luxury that Guitar both fears and hates. The
island helps divide rich from poor blacks, allowing those thatare wealthy to
simply pretend that the world is kind and just. Guitar and Milkman quarrel
about Honore, but Milkman cannot think in terms other than jealousy over
material wealth: he extends an invitation to Guitar to visit the island, in
case he for some reason feels he is no longer welcome there. Guitar responds
to the inQitation with hostility: '''Fuck Honore! You hear me? The only

way I'll go to ;hat_nigger heaven is with a case of dynémitg'and a book of

matches'' (p. 104).I Guitar is angry because Milkﬁan.will not see the evil



of luxury'in the hidséﬂgi Qoéiﬁl injustiée, and becauge Miikman suggeétd‘
that Guitar gnge_enjpyeq,theﬁigland,. In his attempt to bg:differgnnggg? the
Honore crowd, he feels compelled to cut out even the memory of sggguel p}e?ggre.
He has stopped drinking, going to parties, and smoking. He is concerned only_
with justice for the black race. 1In concentrating on the group he stops
associating with-ipdivi@uals cu;t;nglou; his owplless determined qelf. He
has thrown-away the, peppermint stick and refuseg,gq_be tempted by it any =Ty
longer.. .. .

As”gq;ggg's desire for justice hgcomeg.stronger, so does his abi}igy;tgi
distort reality. He begins to'q;v;de the yorld into categories which are
too clga;i;gi#e,true, and he_mqus ;owgrd idealizing and despisggg people i
rather. than exploring and enjoying ;qeir complexity. thqvhg;QFQiges_:o
share the fact of his membership in the Seven Days with Milkman, he makes
their mission perfectly selfless anq_controlled:.

"They don't initiate anything; they don't even choose. They

are as indifferent as rain. But when a Negro child, Negro woman,
or Negro man is killed by whites and nothing is done about it by
their law and their courts, this society selects a similar '

victim at random...." (p. 155)

The Seven Days neither searches for glory nor tries to expand. In Guitar's
estimation thevgrogp is;perfeﬁtlyhreaponable, neither perverse nor angry, .
but simply and calmly trying to keep the numbers static.
 Neither Guitar nor the other members of the Seven Days are as indifferent
as rain and their reasoning is sometimes illogical. For instance, Guitar
explains to Milkman why all wh#te,individuals deserve killing:
"It doesn't matter who did it. Each and every one of them could do
it. So you just get any one of them. There are no innocent white
- people, because every ome of them is a potential nigger-killer, if =
not an actual one. You think Hitler surprised them? You think just

because they went to war they thought he was a freak? Hitler's the
most natural white man in the world. He killed Jews and Gypsies



because he didn't have us. Can you see those Klansmen shocked by
him? No, you can't.” (p. 156)

But even if the Klansman are not shocked by Hitler, Guitar has not proven
that the sensibility of a Klansman is representative of the entire white race.
When Milkman tries to argue that some white people made real sacrifices for
Negroes, Guitar simply dismisses those individuals as aberrations. White
people who do not stop killing, deserve killing. While he tries, though -
granted he is not véry successful, to forgive the passivity of black people:;
he is quite comfortable imposing a double standard and condemning white people
for their ability to turn away from injustice. He sums up his argument with
a statement about white chromosomes: they simply make white people depraved.
Since white people do not use scientific evidence when killing blacks, he
feels justified in not proving his statements about the genes of white people.

But in his more reasonable moments, Guitar realizes that he needs the.
Seven Days for the organization allows him to take himself seriously, to"
justify his life, and ;9 actively attgmp; to crea;é g'fairer society. ''He
hopes that his retqliatogy murders so;e day make'ﬁﬁitg‘péop}e think b;fore
they lynch (p. 174). | o p i

As Guitar's involvement with the Seven Days increases so does his ‘distrust
of Milkman. The final rift occurs between the two men when Milkman offe¥rs =~
Guitar the possibility of getting 'gold if he will help him steal the green'’
‘sack that hangs in Pilaté's cottage. ''Mdcon has convinced Milkman that the
bag contains gold which Pilate has fho more right to own than he does. Guitar
is delighted at the prospect. Recently four colored girls had been blown
up in a Sunday School, and he needs explosives in order to kill his white
victims in a parellel fgshion; éxplosives are expéns£Ve snﬂ the gold will

allow their purchase.
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Milkman ie ur‘comfortable b2ing generous. .When Guitar shows enthusiasm:.
for the projétt‘something'in“uilkman's own excitement becomes plunted:
"Something perverse made ‘him mot want to hold the whole :score to his friend
on a platter’ (p. '175). Guitar senses Milkman'e-reluctance, and the distrust
between them grows. After the robbery they discover that the bag contains
only dry bones:': Since Macon is etill convinced that the gold can be found,
that it ‘must simply be in the cave to which he and his sister ran before
they forever separated, he convinces his son to return to Danville, Pennsylvania.
Milkman decdide&ito go alone so that he can privately discover his heritage,
but he promises Guitar that'if the gold is found:that he will still give him
the’ promised share. When'the men separate, they do so without their usual .
wariith’ < ‘Guitar secretly follows him and thinks he discovers that his friend
is keeping the gold hidden from him and more importantly, from the Seven
pays. Guitar ‘decides that Miikman must die, but because Milkman is his.friend
" dnd because 'Guitar rtill haz rigid standards of friendship he warns him of
his murderous intentions.: : oy Doy

. “As Milkman realizes,. the problem between guitar .and himruns deeper than
gold:' He tries to' convince himself that because he has not, betrayed his
friend; because'he has hosrded no gold for himself, that the, battle between
him and! Guitar will mever oceur.. But even as he thinks about Guitar's ..
anger: cooling, he vealizes  bhat o confrontation between them is inevitable:

"Bven as he phrasednche;thought;@nshis~mindg1;hgt’thgypngertcpitari

felt toward him would subside_/, Milkman knew it was not so. Either
‘i1 guitar's disappoiutment. with: the gold that was not there was so. deep.

it had deranged him, or his "work' had done it. 'Or maybe he simply

-allowed himself to feal about Milkman what he had always felt about

~ Macon Dead end the lonore crowd. In any case, he had snatched the first
vl gerdwy limp and wet as it was,; to prova ko himself the need to kill.

Milkman. The Sunday-school girle deserved better than to be avenged

by th .o hawk-headed raven-skinned Sunday man who included im his blood
sweep four innocent vhite girls 2nd one innocent black man. (p. 334)
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Milkman is-innocent of stealing the gold, but he is not innocent of having
little social conscience, and it is partially for that reason that Guitar
needs to kill him. As Guitar grows increasingly obsessed with controlling ‘
himself, he also becomes increasingly obsessed with controlling Milkman.
Guitar would save his life, and Guitar, having found an excuse that he can
accept, Milkman's betrayal, is comfortable taking it. Self and other merge.
By killing Milkman, Guitar can symbolically kill that part of himself that
will not simply focus on racial justice.

In her development of Guitar, Morrison avoids judging him. She is not
interested in defining him as either good or evil, but in exploring his .
personality and how his choices &ffect it. 1In an interview that Robert B.
Stepto had with her when she was in theprocess of writing Song of Solomon
she stated that good and evil evade definition: 'Sometimes good looks like
evil; sometimes evil looks like good--you never really know what it is.

It depends on what uses you put it to. Evil is as useful as good is, althppgh
good is generally more interesting; it's more complicated."5

Toni Morrison, makes Guitar Bains and the other members of the Seven
Days distorted characters, but she does not make them evil. In the final
confrontation between Milkman and Guitar, Morrison implies that ‘Guitar has
as much a possibility of spiritual transcendence as does Milkman. If both 
surrender  to the air, both may ride it. Thus, while Morrison clearly shows,
that Guitar's perceptions have gone awry she does not condemn him. Such
solutions as that of the Seven Days, such characters as Guitar Bain;, Eannot

simply be dismissed as either irrational or evil, and in Song of Solomon

Toni Morrison pays them her resﬁect by seriously exploring them and by subtly

transferring responsibility for a more just society where groups like the
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Return to Innocence?: The Value of lick Carraway's
Midwestern Perspective in F., Scott Fitzgerald's
The Great Gatsby

Erik S. Lunde

I might say as a way of introduction that when I initially proposed
this topic to Professor David Anderson, he embraced it rather eagerly. I
puzzled over this for a time, until I remembered how ambitious a man the
normally_beniﬁn, kind Dave::eally is about the Society for the Study of
Nidweétéfﬁ'titgrgcqfé and hqh he never misses an onportunity to promote

52 /

the Society. And then I remembered from the novel The Great Gatsby that

when the narrator Wick Carraway first asks Jay Gatsby, the main character,
what part qf the Iidwest_he came f;om, Gatshy responds rather humorously, |
"San Francisco,” and later, Hick declares thatlthe main chafacters in the
dréma, Jbtdhﬂ'Bakéf, Hick'sigiri, his cousin, Daisy and Tom Buchanan, Ni;k
himself and Gatsby, all coming from-ﬁortions of.Hid-America fr&ﬁ Louisviilé:
to’Chicagq_to Hiﬁngsota ;6lﬂofth Dakota respectively, were really Uesterners
and that this has been a s.tdfy‘d‘f' ‘the West, I thought, "that's itl" ave 18
alvays looking to push out the boundaries of the ifidwest; in Gatsby, the "
Midwest takes over the whole lest and then moves East to Vest Egg, where
Nick declares himself a modern pathfinder, to take over the Fast as well.
Hence in Gatsby, the *idwest becomes the nation, and Dave has long argued
that a study of liidwestern literature is really a study of American

literature! And, of course, my point is that a study of the lfidwestern

perspective in The Creat Gatsby is a study of the American perspective.

Countless numbers of critics have discussed the theme of regionalism

in The Great Gatsby, emphasizing the cultural conflict between the 'Jestern

origins of the main characters and the Eastern setting in which their summer
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activities take piace. 'naaﬁ have stressed the clash between the apparent
innocence of‘the’narrator,'the nodern pilgrim Mick Carranai's'provinciai
heritage,.and the corruption of his New Yorl City life. Ofvcourse,
fitzgerald encouraged.such treatment nith symbols like'the villages of
West Ege and Fast Egg in Long Island and with several direct references,
like Nick s statement, this has been a story of the West after all...

we were ail'Westerners.” iét the Eastern/ﬂestern'motif is complex, because

= i o - ¢ o i é}"" - . _ R 1 Yoyl ag Pt . ‘ ha et
crucial to the story's development is the point that ilick's perspective,
R ETIRS F 12 patesrai- it gty dne
his vision, is not just Uestetn but ‘more specifically Ttidwestern, his point
' of view emanates just as Fitzgerald s did from his presumahly Minnesota

' heritage, hence ks ovn Middle ”est. Fit"gerald makes aiééei”féféredéés

to the Widdle Western cultivated landscape and middle class background as

yb L it

well when discussing the origins of his characters ‘and with several of Nick's

“F avary

statements. In the beéinniné:of the book, Nick says tﬁat'he”nent'ﬂast.heCause
~:i'n’st:’t».:.:«ld'o'f “heing‘the war;'center of'the;worid, the ﬂiddle West now seemed
like the ragged edge of the un1§éf§é,"'ahd atfthe end;of:the Bébei; ih a
'reuersal iich non‘talks of "my 1riddle ﬁest.}fwith]'therthriilin% returning

e y T PPt VR SRR o1 e

trains of my youth.

3 propose that it is this xidwest perspective, with its critical
! | &9
moralistic, agrarian overtones, which nives Nick the detachment necessary
to mahe judéenents on the activities of Fastern compatriots. 'In'a'way;h

i

et Ll gl s G e SRLT X
Gatsby resembles works like James Agee's Let Us Now Praise Famous 'len

andluenry David Thoreau's lalden in that it {s essentially’a story of 4
LTS L A0V CEIT L O R ‘o, ' o 2+ir ko i o sk S a0
journey of the main character (as Lee Ylarx states) who enters rather

it al ' i ' eudrrbds cind . ;
casually 'into a new environment after leaving home and then finds
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that he must face his home to reassess the immediate past. lience the :
physical journey is simply a mgtaphor for the psychic journey. The

pattern is'cyclicalz the push from home, the experienqe, the retreat to

home as a new man or woman. The visitor not only makes comments aboﬁt the
socie;y he visits,. whether Agee's rural Alabama, brute life at the poné _

in EE;QEE qr'Niqk's New York City, but he also has the perspective to "
make revealing rgmarks about the environment from which he has come and

to which he shall return. Carrawvay not only critiques the Eas;ern culture
‘hut the Hidyep;ern heritage, and by extension, ;he qational‘heritagéf His
return to W;nnesocg_gf;er his journey in modern.Hades, where iﬁ Thoreauvian
termp,_hg{;aateqz”the tonig of‘the wild", is not just a retreat, but 1; also
is antaffirmation:of an America which-stily ggﬁg;s possibilities. It
resembles a cleansing process, a ritual of :engyal and purification. After
all, like Ishmael in Hpbz Dick, "ick survives to tell the talé, and there is
jus;ification, Ilchink,‘in the yigy thgt Nick achieves a redemétion at the
end which‘qpme critics may have overlooked.

We should remind ourselves that the crucial character in the novel‘}s
really ilick himself rather than just Gatsby or anyone else, and it 1s_hié
final assessment of Gatsbyvaqd the moral of the tale which give the névei
its chief emergy. What is crucial is not what only Gatsby, with his.c;;minal
ways, really was, but what Yick thinks he was, not whether his cousins the
ultra rich Buchanans were really 'careless and confusg@“ but thgt Hick
thinks they were, not whether Gatsby really had an uncorrupted dream of
the capacities of human beings to love one:aﬁo;her and to achieve a better

life but that Nick thinks he did. The crucial point is the impact of the
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tragic story of Ifyrtle Wilson's death, of her husband, George's suicide, of
Gatsby's death on dick's consciousness. And in this rezard, we should recall

¥

that Nick himself is self-critical. He knows about Tom's and IWrtle;s love

Y

affair and does not tell Daisy; likewise, he does not tell Tom about the

Daisy/Gatsby rendezvous. He well knows that as a keeper of secrets and as
: : el &= I |
a go-between, he has been a partial cause of the tragic events leading to

the confrontation in the Plaza Hotel which in turn leads to Daisy's

o )

accidental killing of Yyrtle in an automobile. Of course, as a so-called

honest man; the most honest man I know', Nick still does not offer
essential information at the inquest which might have implicated Tom and
Daisy. 1In this sense, he obstructs 1ustice. The innocent bystander
becomes the corrupt broker of disaster, however unwillingly.

¥

After all, The Great Gatsby is the stoty of one man's "remembrance

of things past ', his attempt to reshape his reminiscences of his summer of

1922 in New York City, to find a pattern out of chaotic events, to recreate

an experience in an act of at least a psychic writing. Wick‘s book of the

"mind" begins not in NHew York but back in his native Ninnesota where he

‘)4..

"came from the East last autumn’ and "felt that I wanted the world to be
in uniform and at a sort of moral attention forever. It is a book of

2. i1,

winter about the sun, and it takes him two years to complete his work of

art, as he notes in the last chapter. Here his lidwestern perspective
is crucial: it gives him not only the physical distance from thewha;t,
but in a metaphericel sense, an internal detachment.
One can easilvbcetalogue udwestern references which Nick makes about
: ) Rt -

his New York summer. Ile constantly reminds his reading audience that he
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is a man of thé provinces; whethér he is referring to his 'provinciai;
inexperience or to his role as pathfinder. lick further reveals his
provincial squeamishness when he says to Daisy, You make me feel
uncivilized, Daisy, I confessed...Can't you talk about crops or something.”
His descriptions remind one of the Midwest: he declares thét he took-his
bungalow in Long Island rather than live in the city because he ﬁﬁad.just
left a country of wide lawns and ffiendlyvgrees;” he describes the shops =
in the Valley of Ashes‘as "sort of compac£ ilain Street,  he mentions that
when he, Tom and liyrtle 'drove over to Fifth Avenue,' it was ‘so warm

and soft, almost pastoral, on the summer Sunday afternoon that I wouldn't
have been surprised to see a gre;t flock of white sheep turn the corner:"”
he is the man of the garden as he describes Gatsby's gaudy machine, his
automobile, whicﬁ "was terraced with a labyrinth of windshieids that
mirrored a dozen suns. Sitting Jovn behind many layers of glass in a sort
of green leather conservatory, we étarted to téwn.' Of the many‘colérs
in Gatsby, Nick is particularly fésponsive to green, whether the green
light at the eﬁd of Daisy's dock or the green grass on his lawn thch
Gatsby wanted cut to prepare hié rendé;voug'with Daisy and which ﬁick
symbolically notes after Gatsby;s death thé end was now as long as his.

In this sense, Hick remains the man of an earlier pastoral America
confronting the modern and grotesque, jusf as Gatsby has done, but he}

has a better seﬁse of balance. In one of the most famous statements |

“4

from the novel, Nick states, 'I was within and without, simultaneously

enchanted and repelled by the inexhaustible variety of life.”
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thiguéiﬁéi.to stress thét Jiéﬁ, liEé'Gafsﬁy; is also a'dréaner, a
quester afégr’g‘mbfe éxciting‘and neéhingful life force. 3ut, as viéﬁ‘
Gatsby, the dream is not nurtured in the Easf,tﬁét in the jidwest. ?ick
can so deep1y>identify hiﬁsélf Giﬁﬁ datsby's dréam at tﬁé ehdhbecause hee
understandé its origins, whether it comes from a poor éaiﬁvin Jorth DNakota,
a stable of horsés in LakeiFérést as with Tom, a Louisville home as with
Daisy: “foszaiSi‘;as young and her artifical world was redolent of
orchids and ﬁlgéggné; cheerful snobbery and orchestras which sef the
rhythm of the ;ééf,.suﬁming up the‘sadness and suégeétivéﬁesé'of life in

new tunes.” As Professor Douglas lloverr has pointed out, Hick's imaginings

about Dutch'éailors Bﬁ a'Long Island Sound iﬁ a kind of cinematié'dissolve,
is directly connected to Jimmy Gatz's wonder at the sight of Daﬁ'Codyié .
glamorous'ﬁéchf on thé shores of Lake Superior:

And as thé ﬁéoﬁwrose higher the inessential houses began

to melt away until gradually I became .aware of the old.

island here that flowered once for Dutch sailors’ eves—-

a fresh, green breast of the new world. Its qanighed

trees, the trees that had made way for Gatsby's house, had

once pandered An whispers to the last and greatest of all

human dreams; for a transitory enchanted moment man must

have held his preath in the presence of this contipent,

compelled into an aesthetic contemplation he neither

understood nor desire, face to face for the last time in

history with something commensurate to his capacity for

wondeE ...
The American dream clegr;yAhas its heart in the (liddle "lest..

This is what Hick understands at the end of his, journey into time past.

His earlier gesctiptions of Hew York, with its promise of life beginning
anew, found their source not in the East but in the 'iidwestern perspective
which he brought]with,q1m,_ "I began to like .lew York, the racy, adventurous

feel of it at night, and the satisfaction that the constant flicker of men
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and women and machines gives to the restless eyef”_‘And both the corruption
and the purity of the dream came frpm his rpots: ."Thg city seen from.the
Queensboro Bridge is always the city seen for the firstAtime, ;n its first
wild promise of all the mystery and the beauty in the world.  The love
affairs of Tom, Gatsby's business connections, class conflict, materialism,
violence, misplaced expectations (Gatsby with Daisy) all had origins in the
Midwest. But most importantly, Jick learns that the most importapt_condition
of any dreamer is to come to terms with_qnefs origins, not to reiect.them,
to return to one's parentage in this novgl of middle age children without
parenta{lco unite‘qng;g past with the promise of an_ecstatic future.
Ultimately, I would say that Mick's ifidwestern perspective, with its sense
of balance, saves him. Unlike Charles Samuels, who says about the end,
"“The past is our future. 'le have come to the end of possibility,” I would
argue that Nick keeps the dream because he understands its potential
corruption. I do;ﬁat now despair over the end of Gatsby with o;heré: I
do not find solely_gq elegy of doom. Rather, I find redemption andrﬁqu
in Nick's last téstéﬁent that the pfd@lem with Gatsby's perspective was
that he "did not know that [the drean] was'alrgédy behind him, somewhere
back in the vast obscurity beyond the‘city, where the dark fields of the
republic rolled on under the night.” Hence Wick's ilidwestern perspective
allows him to realize that while the human condition may dictate that we o
are all “boats against the current, borne back ceaseiessly into the.pasf,"
we are always dfeamers, and we have the power to dream what we.might be,
essentiail}.béttet creatures, if we always confront fhe reality thét we
are continually subject to the "'wings and arrows of outrageous fortune.’

The quest is rich as long as the source is not forgotten.
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Jdiclk recognizes the inadequacy of earlier sustaining myths in America, the
myth of success, and the myth of the frontier, for dealing with contemporary
problens. These two myths are beautifully combined, of course, in the old

edition of liopalong Cassidy, where Gatsby kept his schedule for success, -

like Benjamin Franklin, in a work of celebration of the 'Test and of the
individual, self-sufficient hero--'rise from bed--6:00 a.m..........Study
needed inventions 7-9 p.m.” After all, Gatshy had been introduced to the
concept of expansion by Dan Cody, himself a product of thé-last frontier
in the Yukon gold rush, and he sailed around the world three times, to
little avail. Gatsby had certainly heen socially mobile, only to find
crassness and rejection in the upner set, partially deserved, of course.

If frontiers were gone and if social mobility were sterile, what was
left? What was left was thlie internal frontier, the exploration of the mind,
the journey of the artist, a fabulous culture which Nick captures in a
poetic and enduring fashiony a triuwph of the mind, a new self-awareness,
and centering. Wick may be growing old, like the other characters as he
recognizes when he suddenly realizes he is thirty: 'Thirty--the promise of
a decade of loneliness, a thinning list of single men to Inow, a thinning
briefcase of enthusiasm, thinning hair.’ But he is able to adjust to 'that
fact the knowledge of his own finitule, and he realizes that enduring
Anerican values so central to the American dream, experimentation,
individualism, a thirst for freedom and beauty, remain immortal, if one can
only keep perspective, in his case a distinctly 'fidwestern perspective. ]158'

Great Gatsby is not simply a lament for lost youth or a lost America. I would

submit that a focus on the 'idwestern perspective in this exquisite novel,
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MARGE PIERCY S REVOLUTIONARY FEMINISM
Joyce R. Ladenson
Androgynous child whose hair curls into flowers,
naked you ride a horse without saddle or bridle
easy between your thighs from the walled garden outward.
Coarse sunflowers of desire whose seeds birds crack open
nod upon your journey, child of the morning whose sun

can:only be born from us who strain bleeding to give birth.
Grow into your horse, let there be no more riders or ridden.

In the past deeade or so, women writers of fiction have mainly concerned
themselves with a variety of patterns of female alienation, primarily con-
ceived out of a dazed, disgruntled, isolated middle class perspective:
marriage, the family and the suburban cocoon simply have not worked.

Nor, for that matter, have the traditional psycho-therapeutic palliatives
which have lined the pockets of psychiatrists but done little to correct'

2

or even relieve female malaise By contrast, Marge Piercy's guiding

vision is distinguished largely by its broad radical social and political ‘
concerns, which give her art energy and usually provide hopeful guideposts
for a better life while signalling warnings of a decaying social structure.
Piercy's feminism must be regarded in light of her socialist humsnist
leanings, for her women characters struggle not only with personal feelings--
relationships of profound psychological dimension--but with socio-political
ideas: indeed, she has been called America's Doris Lessing in part fot_her(
ability to dramatize the complex political environment in which her female
characters play out their circumscribed yet rebellious destinies.

Piercy's didacticism, especially pronounced in the volume of poetry,
To Be of Use, 1973, also propels and energizes her vision, imagery and

recording of events; but her passionate commitment to social change should

not be confused with propaganda since she strives consciously and successfully,

[
N -
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I think, to fuse craft with idealogical and socigl,igsugs, and does“not‘

A,
sacrifice art. for the sake of wrenching a message. What one notices through

g ’ 317

at least three of her novels is a prpg;essiveﬂmovement'fréﬁvihcisfént, __“'
awakening féminism;as=1t,actually,emerged”in,the radicalipafiéicaiiépd cohnte;-
culture movements of the sixties, toward a fuller gxpressi&ﬁfof Vomen's
lives until recently,.to a preoccupation with_;ullffledggq‘;EQQ}ppiona;y
feminism cast -ih the dual, form of s¢ience fiction and a quasi sociai';éh;ig?.
Piercy's second novel, Dance the Eagle to Sleep, 1970, ‘illl:us.t;?:‘,aJtE'fsf?"’p‘o;’tl e
her sympathy with and involvement 1n.the_}260's political moyemgﬂfgayquﬁhefzv
depiction of:-both;. the men who lead them and the women who age,;he};{sggvag:g
and functionaries. Piercy reduces the mean age f°Fufh989 invqlggd gg‘she“

late teens in order both to exaggerate youth's intensity and passion as well

as its vulnerability-and shortsightedness: the young men who lgad,thexJI )
politicatiand cultural underground are ultimately divided between scientist-
warriors who advocate violent resistance against, increasing militarism a“@,,”
repression; and those who foster utopian dreams away from society 1n:algofe.
separatist commune, The separatist wait, more pragmati;ally, for thg right N
moment to assume power, if, indeed, that assumption would ever be gpprop;iate
in their lifetime. . Youthful naivete and self-absorption notwithstanding,
Piercy's sympathy for the radicals is clear. For instqnce,Ashg writes
approvingly of ‘their efforts .to build a new society or at least a modg;

of one; of their anger with .and,moral repulsion from the Vietnam War;:of the
commercialized culture whose caricatured values the war throws into hogrific
relief; and of the lopsided; capitalist priorities wh;ch‘qgeate\inpovgrgghed
populations and breed racism and class divisiveness. . ™
What is a little less clear is the role women characters play in all of

this. Ostensibly, they are in full support bf a new society built on
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socialist lines; and they choose to participate in an Anglo imitation of
Native American culture especially ‘for its avowed communitarian ethos.
But the two women who assume important roles in the lives of 'their' men,
and who are among the leaders of the commune, remain more tentative in their
commitment to feminism than gocialism, and mouth only mechanically feminist
rhetoric. Although they are painfully conscious of the gender inequalitie§
within the commune, they appear powerless to alter them. For instance,

Joanna, a high school groupie droupout, comes to recognize her Native American
lover Corey's subtle, gentle dominance in all areas of their relationship,

yet ultimately retreats into an escapist ploy by becoming his best friend's
lover. This, in turn, drives Corey to petty revenge as he pursues another
woman, though never able to relinquish his love for Joanna. Though momentarily
conscious of her oppression, Joanna is more acted upon that acting. Finally |
captured by the police, and sent to a mental hospitalﬁ‘pye succumbs to psy-
chiatric torture, perceiving her rebellion as an immature, "personal“ resistance
to authority, stemming from '‘penis envy' and the lack of "good female models.JB,
Piercy's safire implies condemnation of pernicious, manipulatiye government |
politics, but the novel implies as well that, as yet, women are nof strong’
enough to resist sexist pressures from the right or left.

Ginny, a more maternal, gentle figure than Joanna, aqd the person to
whom Corey tuthé;'ultimately becomes the final symbolic vehicle for a new
society. As she gives birth to Corey's baby, and is assisted by a former
lover and a black male ally, both of whom take on midwifery roles{ the threé
form a kind of androgynous trimuvirate, energized and blessed by.their ﬁa;-
ticipation in the life-giving ritual. And as fugitives from a society whiéh_

has literally declared war on them, they figuratively give birth to a child
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of a new age--the eonly hope in the novel that all may not be lost. Ihg -
hope remains symbolic, however,: as chg‘Fanks of the youthful coqg;grgg}gg;g :
and any resisting groups.are destroyed by the government war machine. Fu;j‘th
thermore, Ginny and Joanna are. both rudimentary feminists and shadowyﬁfigu;eg;l
Piercy has only sketched her subject which takes fullex'§papg,1qwhe;ith?rﬁ
novel.

The shift in focus in Small Changes, 1973, indicates Piercy's interest
in fictionalizing the*actuaL;thto;ig shift in women's lives @“Fing»cﬂffﬁﬁflxq e
seventies away from politics where men lead toward an gsgertiop:of a»wpmey'%;w”

shaulaapi

culture. Her two main characters are women who occupy nearly all of Piqr$¥'sl
it o LR e

1w

attention. . Like the familiar middle class women's novglq of the early qu?¥§§eq!

the plot inveolves a youngish, questing he;qine:ﬂhqge,ingplyementg with men are

painfully drawn and morbidly ended: Miriam, with beayty on her side, lives

with two men altermately, and. finally embittered by their respective forms

of instability and capriciousness, is propelled into a marriage from which shg '
emerges after a few years, two children and an unfaithful husband, a broken

woman who may yet transform her beleaguered energies 1n§o produ;t;ve'aggivity.

Although she is in good part defined,bylygr:wopkzgg;q'gomputer scientist

with humanist values and .as a sympathizer with Leftist and envi;:omnenta).i

causes, her reliance on intimate heterosexual marriage dooms her, as does her

T T

need for men in general, Piercy seems .to suggest. By contrast, Piercy intro-
; . ST
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duces Beth, whose early, disastrous marriage leads her ultimatglx to re;quonships

vau broe

with other women and to building a lesbian feminist dance collective. Though

sonntl

Piercy's imaginative abilities are better demonstrated by Miriam's veﬁy yiv;d ary b
: " ORI LU E & Lo

psychological and social life, and, though the reader may be more conyiq¢e¢ by

Yonfie Gam an

Miriam's more complex fictional pexsona, Beth is Piercy's_;rump card,_hg; i
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symbolic alternative to hopelessness and stagnation. Beth's discovery of
her own apilipylto love, to 1ead‘§n enriching artistic and communal life,
and ultimately to go underground in order to resist the CIA, are evidénce
that Piercy's women have grown stronger out of their identification with

each other. And, though Miriam lacks Beth's strength and determination,

! : {1 L 3t 3 :
her complex, very dynamic and full characterization are testimony to Piercy's

own shift away from leading male characters.

By far her most radical novel, Woman on thevEdge of Time, 1976, is an
ideological fruition of her earlier feminism. The novel presents as well a
philosophical alternative to those destructive internal ahd external forces
working against the commuﬁal youth culture in Dance Eﬁé ggglg to Sleep. The
half realistic tone and atmosphere of the earlier novel Qifh its awkward en-
deavors to form a communal society where men and wom;n sh;ré in work and in

the products of their labor, and where sexuality is ceremonialized in én

attempt at freeing people (heterosexism prevents such freedom, however) is

finally perfected in the imagined utopia of Woman on the Edge of Time.

I |

Piercy's utopian vision of a future, nonsexist, socialist society is

KRR PR |

inspired by what she and other feminists of the seventies have both dreamed

of and in small part experienced: an androgynous sexuality prevailslwhere

one's gender is of little if no importance to one's identity (thus language.

is beautifully and gracefully transformed into revolutionary non-sexist dic-
tion and usage); communal homes are patterned after early Native Ameriéaﬁ
villages and utilize materials which are recycled leftovers from our eentufy;
ecological balances are scrupulously maintained; parenting is truly androgynous
as men who wish to '"mother' their children have evolved ﬁuttﬁrant breasfsg women

and men are free to love either sex (though heterosexuality seems more the norm);

1
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rituals celebrating bir;h, cqup}ing, death, etc., are rich in their shared
community atmosphere,,somgghing only'fumb}gd with in the teenage experience
of Dance the Eagle to Sleep; and political decisions are familiarly lqng,
often boring sessions thag:arglpgligygd, nevertheless, by rotating, géa}i-
tarian structures. In addition, technology serves human needs: prg;ticgd.'
by and taught to mgny at very young ages, herbal and”technologigal mediqin;'
is available to all whglpeed_healing;!gelgy;§ion projectg_yarieties of Fin'
alistic, poggic,frgaLigpic_ggg'histqgicalsdrama!'Qognescapist pap;'and mass
transit is free for everyone. In short, a vig;ona:y form of Primitive.comt

munism prevails, where class divisions, greed pr1vate property, sexiSm and

g Ko : e inans

racism are eliminated while the ind1v1dual is not lqst in a 1984 Big Brother

@ P -'_v-_.';-;‘ei-‘,.‘;._‘_,._:.

mass hypnosis., The present, on the other hand is much lesslthan ideal and
{ LLACP I S B T 4 g G5 IRUS T TR

contains the seeds necessary for growth into utopia less prominently thap

Pragwsie CnTuoe e nap i

the tendency toward managerial fascism, comp%e;g with behavior coptrpl,
rigid class, race and sex d@visigns, and cggelegs, profligate misuse of
the natural environment. Both ;hg.3§$§ept.and the future are vieved thr9ughA
the eyes of Consuela Ramos, a poor ﬁ?V;YQFk La;ino wqman, at first committed
to Bellevue on the trumped up excuse Fh?; she“digplaygzunprovoked violean | ~
behavior, when, in fgct, P;grgy givgg qppther impression throughf@ramatic;

scenes where Connie defendz herself and her niece against the b;utal mis-.
treatment by her niece's pimp. | |

Connie's final incarceration in a New York State Mental Institution
from which she makes her P?YCh?S escape, comprises the drama of éhe novel:
the attgmp;qqu,neut;alize herisqcially causgd anger by implementing a kind

of remote control reactor in her brain are ultimately defeated by her as she,

on the one hand, wages literal war against the inhumane doctorswho administer
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brain experiments agdifst 'intractableipatients and, on the other, by exercising
her ability to communicaté psychiczllyr:with the androgynous woman,
Luciente, of the future utopia.- Luciente!s just and humane visions 1q§55§9f
Connie in the ways of a better'life and vividly point out the_inquticeg_n_
of her own; they arm her with -a reason for resistance in a way which g}kes -
her appear justified and powerful to the reader.

Mattapoisett, the visionary world, cast as science fiction, could
be interpreted as the delusions of a schizophrenic; but Piercy has endowed
her utopia with credible dignity, authority and even historic authegticity,
thereby ingratiating her feaders.4 The acid test which provides proof
that Connie iﬁ“jﬁﬁfifiéd in her saint-like, single-handed war against the
psychiatric-teéﬁﬂbcfats; is her‘'ability, near the end of the novel, to
make contact with another’ future society which clearly cultivates opposing
values and social structures to Mattapoisett's: that other society, ''New
York" of the'fext century, is a slick, drugged, plastic, consumer-mad world
run by a male executive elite who employs legions of masa-manipulated‘sqldiers'
and male workers to drain the earth of its last remaining resources. And
the women are silicone-stuffed, mechanical prostitutes forced to serve the
sexual pleasures of the elite. This, Piercy suggests, .is the other poss%- o
bility--a decadent fascism with entrenched class, race and sex hierarchies,
glamorized and disguised through mindless celluloid sensationalism. Piercy's
Swiftian satire of media escapism dramatically undermines the appeal of porno-
graphy, romance and sadomasochistic' entertainments, such as one finds today,
Connie muses, in Times Square. Crucially, in. future time, the fascigt_"New
Yorkers' wage war against the gentle though cautious and Legitima;e}y'defenqive

people of Mattapoisett. Once conscious of such a horrifying alternative,
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