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Gender, Sexuality, and the Frailty 
of  the Pastoral in Aphra Behn’s 

“The Disappointment”
Cheyenne Riley

Mnxytw~ mfx ijrtsxywfyji mt| ymj nsĄzjshj tk  wjqnlnts1 mnlmjw 
institutions, and political authority has greatly shaped the basis by which 
we judge socially acceptable behavior and attitudes. The power of  
Christianity, particularly the strict philosophies of  Puritanism, have greatly 
fẍjhyji xthnfq {fqzjx tk  ymj ufxy fsi yt ymnx if~ qnsljw ns ymj gfhplwtzsi 
of  much of  Western culture. Throughout history, both in times of  devout 
conservatism and eras of  liberalized sexuality, perhaps no one has felt the 
jẍjhyx tk  ymjxj nsĄzjshjx rtwj ymfs |trjs3 Ns jsizwnsl ymj wjuwjxxnts 
of  their own sexual identity through religious abstinence, societal shame, 
fsi ujwxtsfq wznsfynts1 |trjs mf{j j}ujwnjshji xnlsnăhfsy ujwxjhzynts 
in the admission or expression of  their romantic desires. During the 
seventeenth century, however, English society experienced a departure from 
past principles of  prudence and self-restraint, leading many to gravitate 
towards more open and indulgent perspectives on sex and attraction. At the 
center of  this revolution were the Libertines, a group of  rebellious writers 
|mt ijăji ymj htsxjw{fynxr tk  ufxy jwfx |nym tuutxnynts yt qfwljw xthnjy~ 
through their own ideas about sexuality, desire, and pleasure. Aphra Behn, 
a Libertine poet and playwright, explored these new freedoms in her own 
life, yet remained frustrated by the enduring misogyny of  the age. In her 
poem “The Disappointment,” Behn satirizes the hyper-masculine attitudes 
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of  the time, poking fun at the overwhelming machismo of  her fellow 
male writers and illuminating the need for women to not only be seen 
as human beings with sexual drives of  their own, but also to have those 
ufxxntsx xfynxăji3 Ymwtzlm f qjsx tk  mzrtw fsi nwts~1 Gjms ijrtsxywfyjx 
the failings of  traditional masculinity to live up to its own expectations 
fsi j}flljwfyji {nwnqj nrflj |mnqj fqxt xnrzqyfsjtzxq~ kfnqnsl yt kzqăqq 
the sexual, emotional, and romantic needs of  their female partner. In the 
style of  traditional pastoral poetry, Behn creates a stark contrast between 
idealized romantic love and the often unsatisfying realities of  carnal 
physical desire and lust. The work ultimately subverts gender roles, while 
fhyn{jq~ htsijrsnsl ymj ufywnfwhmfq tuuwjxxnts tk  |trjs izwnsl ymj utjyúx 
time. Through the use of  pastoral language and the entertaining of  what 
the poet clearly sees as an archaic and destructive ideology, Behn destroys 
conventional perceptions of  romantic courtly love, particularly its emphasis 
on purity and the repression of  female sexuality, emphasizing the duality 
between the idyllic pastoral and the harsh realities of  physical lust and 
desire. 

In the beginning of  the poem, Behn establishes her lovers in typical 
wtrfsynhnxr tk  ymj flj fx ymj~ rjjy ktw f wjsij {tzx ns f xjhqziji ăjqi3 
Lisander is described as a brave, Herculean shepherd while his love, the 
fair maid, Cloris, is portrayed as a demure and innocent beauty. Perhaps 
the most obvious target of  scrutiny is the young shepherd, who pursues the 
maiden relentlessly and, from the very beginning, serves as an exaggerated 
and comical representation of  masculinity. Although his actions are 
presented under the guise of  traditional courtship and gallantry, it becomes 
hqjfw yt ymj wjfijw ymfy Qnxfsijwúx rtyn{fyntsx fwj kfw kwtr hmfxyj3 
Nrrjinfyjq~1 ymj utjy nruqnjx ymfy Qnxfsijwúx ufxxntsx ktw ymj rfni fwj 
ktzsiji ns hfwsfq qzxy3 Ns kfhy1 ymj ăwxy hmfwfhyjwn fynts ymj wjfijw wjhjn{jx 
tk  ymj rfs nx ymj utjyúx sfrnsl mnr fx ÷ymj Frfwtzx Qnxfsijwø -Gjms 
6.3 Fx ymj ăwxy xyfs f uwtlwjxxjx1 Gjms jsktwhjx Qnxfsijwúx uzwxzny tk  ymj 
woman as one not only of  physical desire, but as an expression of  his own 
masculine pride and glory.

Through this belief, Lisander views the consummation of  their 
wjqfyntsxmnu fx sty tsq~ f rjfsx tk  lfnsnsl ymj xj}zfq lwfynăhfynts mj |fsyx 
from Cloris, but also as a means of  elevating himself  in masculine power 
and personal prestige. For this reason, sex is viewed, at least in his eyes, as 
a physical and societal prize, one that must be won in the same sense that a 
gfyyqj |tzqi gj3 Gjms ijxhwngjx Qnxfsijwúx nsyjsyntsx1 stynsl mnx t|s mjwtnh 
belief  in himself. The poet states: 
  

  The gilded Planet of  the Day, 
  In his gay Chariot, drawn by Fire, 
  Was now descending to the Sea,  
  And left no Light to guide the World, 
  Gzy |mfy kwtr Hqtwnx gwnlmyjw J~jx |fx mzwqúi3 -Gjms ;265.

In these lines, the poet characterizes, and later satirizes, Lisander as a 
x~rgtq tk  Fshnjsy Lwjjp mjwtnxr3 Ns ymj rfsúx j~jx1 mj nx fx rnlmy~ fsi 
powerful as the heroes in traditional mythology, captivated entirely by his 
desire for Cloris. 

Gjms ijxhwngjx ymj qt{jw ns ÷mnx lf~ Hmfwnty1 iwf|s g~ ăwj1ø |mnhm nx 
st| ÷ijxhjsinsl yt ymj Xjf3ø Ymjxj nrfljx1 |mnqj ăyynsl x~rgtqx tk  Lwjjp 
r~ymtqtl~1 fwj fqxt {jw~ nrutwyfsy ns ymfy ymj~ fwj ymj ăwxy wjkjwjshjx yt 
female passion and desire within the poem. While Lisander is pictured at 







Cheyenne Riley “The Disappointment”

8   Pentangle Pentangle   9

In this moment, Cloris takes assertive action, seizing control and 
attempting to guide the sexual encounter, although it is of  little use as she 
is met with the frightening and revolting image of  a snake in pursuing this 
temptation. This phallic symbol highlights the humorous tone of  the work 
at large, yet also alludes to larger ideas of  biblical sin and lust. The disgust 
and apprehension she experiences brings her to a moment of  epiphany, 
in which her desire is extinguished for the time being, replaced with 
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In Three Guineas1 \ttqk  inxhzxxjx ymj nijf ymfy f |twqi ktzsiji ts |trjsúx 
{fqzjx1 wfymjw ymfs rjsúx1 |tzqi rfpj f gjyyjw |twqi3 Ufwp nx fwlznsl ymfy 
Rose is supposed to be the symbol of  a better world. This could also make 
Wtxj f wjĄjhynts tk  ymj sj| rtijws flj t{jwyfpnsl ymj [nhytwnfs Jwf3 

Martin is an argument against what Rose symbolizes. First, he is looking 
to buy the house of  the woman that he loved at the beginning of  the 
chapter. This again connects Martin to the image of  home instead of  a 
solider, like Rose. Even though he is unable to get the house, the fact that he 
nx xmt|s yw~nsl yt uzwhmfxj f mtrj wfymjw ymfs ălmy1 qnpj Wtxj1 ln{jx mnr f 
rtwj itrjxynh vzfqny~3 Ymnx nx fqxt ymj ăwxy ynrj ymfy Rfwynsúx {nj| utnsy nx 
shown, “He stood for a moment gazing at the black windows now grimed 
with dust. It was a house of  character; built sometime in the eighteenth 
century. Eugenie had been proud of  it. And I used to like going there, he 
thought” (The Years 69=.3 Jzljsnjúx jnlmyjjsym hjsyzw~ mtrj1 |mnhm xmj mjqi 
so dear, is decaying in her absence. Martin is watching as the home he cares 
for is fading away, and it is hard for him to realize that he was unable to hold 
ts yt ny3 Ymnx wjĄjhyx ymj nijf tk  ymj |twqi rt{nsl ktw|fwi nsyt ymj Rtijws 
jwf fsi ymj yjsxnts xt rfs~ mtqi ns ăsinsl htrktwy ns ymj ufxy3 J{js fx 
Rfwyns ywnjx yt gz~ ymj mtzxj mj ăsix ymfy ny nx ytt qfyj3 Ynrj rt{jx ts j{js 
when someone, like Martin, is not ready for everything that they once knew 
yt hmfslj3 Ymjwj nx stymnsl ymfy Rfwyns hfs it yt xytu ymj fẍjhy ymfy ynrj 
has on the house just like no one can change what the new era is changing 
about the world around them. 

Martin seems to be stuck between the two eras. He looks back at the old 
as a comfort like with the house. However, there are other moments that 
show even though he does not wish to move on, he is still being pulled into 
the modern world like everyone else. Eleanor shows this when she thinks 
about what Martin has been up to, “Yes- it became perfectly obvious to her, 
qnxyjsnsl yt mnx {tnhj ymwtzlm ymj ittw1 ymfy mj mfi f lwjfy rfs~ qt{j fẍfnwx3 
Gzy |mt |nymD Fsi |m~ it rjs ymnsp qt{j fẍfnwx xt nrutwyfsyø -The Years 
155)? Eleanor realizes that Martin has been sleeping with multiple women. 
Martin may have loved Eugenie, but he was not celibate as he pined for 
mjw3 Rfwyns xjjrx yt gj qtslnsl ktw ymj [nhytwnfs jwf ns mnx rnsi1 gzy sty 
ymwtzlm mnx fhyntsx3 Tsj tk  ymj xyjwjty~ujx tk  ymj [nhytwnfs jwf nx ymfy ymj~ 
are prudish. Yet, Martin is not behaving in the way that is often considered 
yt gj [nhytwnfs3 Nsxyjfi1 mj nx yfpnsl f rtijws fuuwtfhm yt qt{j fsi qn{nsl f 
bachelor lifestyle of  a modern man. Through these two scenes that are both 
ns ymj xfrj hmfuyjw f wjfijw hfs xjj Rfwynsúx nssjw xywzllqj |nym mnrxjqk3 
He is looking back at an era that is already gone. Though he may wish for a 
inẍjwjsy wjfqny~1 mj nx xynqq rt{nsl ktw|fwi ns mnx qnkj qnpj j{jw~tsj jqxj3 

Ymj sj}y ynrj ymfy Wtxjúx utnsy tk  {nj| nx xmt|s nx |mjs xmj ltjx yt 
visit Sarah and Maggie. When Rose arrives she begins to make a connection 

with Maggie. Maggie is afraid of  what Rose thinks of  her because Sarah 
and Maggie do not have much money. She is trying to hide how poor the 
sisters are, “The house demarches the division of  public from private, it 
provides the physical geography of  gender and class inequalities and hence 
ymj ISF tk  xjqk2nijsyny~ø -Rtwwnx 6;=.3 Ymj mtzxj nx qthfyji ns f gfi ufwy 
of  town because it is showing the inequality that woman face in the form of  
a tangible location. When Rose arrives, she even says that she used to live 
down the street with a friend of  hers, placing her in the same poor location 
as Sarah and Maggie. While Martin was thinking about buying a house 
ktw mnrxjqk  ymfy |fx t|sji g~ f |jqq2tẍ htzuqj1 fx |fx xmt|s jfwqnjw ns 
the book, the girls are having to live in a small apartment. Even though the 
house that Martin looked at was once the one that they lived in, it is likely 
ymfy ymj lnwqx htzqi sty fẍtwi yt pjju ny3 Ymj |trjs fwj fqq ts ymj uttw xnij 
of  town if  they want to live on their own while Martin can even buy a house 
if  it had been available. The divide in economic standing of  women versus 
men emphasizes the gap in the genders and the inequality that exists. 

When Rose has settled in to casual small talk with her cousins, she begins 
yt wjrjrgjw ymj snlmy ymfy xmj xf| ymj Ąfxmjw fx f ~tzsl lnwq3 Wtxj kjjqx f 
htssjhynts yt Rfllnj fsi |fsyx yt tujs zu yt mjw ktw ymj ăwxy ynrj fgtzy 
the incident. Next thing you know Sarah is walking back in asking what 
they were talking about and Rose responds, ““We were talking about the 
Waterloo Road”, she said. But What had she been talking about? Not simply 
about the Waterloo Road. Perhaps she had been talking nonsense. She had 
gjjs xf~nsl ymj ăwxy ymnsl yt htrj nsyt mjw mjfiø -The Years 171). Waterloo 
Wtfi nx ymj wtfi |mjwj Wtxj jshtzsyjwji ymj Ąfxmjw |mjs xmj |fx ~tzsl3 
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g~ xtrjtsj ymfy xmj |fsyji yt htsăij ns xmt|x ymfy Wtxj hfssty jxhfuj 
mjw xnqjshj fsi ăsnxm yjqqnsl Rfllnj ymj xytw~ ymfy Xfwfm nsyjwwzuyji3 G~ 
Rfllnj wjkzxnsl yt htrj |nym1 ymtzlm xmj qnpjq~ rjfsx st tẍjsxj g~ ny1 xmj 
unintentionally refuses to let Rose tell her the rest of  her story. Even with 
fqq tk  ymj ălmynsl ymfy Wtxj itjx ktw |trjsúx wnlmyx1 xmj nx xynqq ywfuuji ns 
xnqjshj g~ ymj rfqj ut|jw t{jw mjw wjuwjxjsyji ymwtzlm ymj Ąfxmjw3 

Ns 6>691 Rfwyns rjjyx Xfwfm tzyxnij tk  Xy3 Ufzqúx Hfymjiwfq3 Xnshj 
she is his cousin, he takes her out to lunch. It is likely that Martin did not 
j}ujhy fs~ymnsl yt lt |wtsl jfynsl qzshm |nym mnx htzxns1 gzy ymjnw inẍjwjsy 
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to be careful to not let corrupt them. However, Rose later says to Martin, 
÷Núr uwtzi tk  r~ kfrnq~1 uwtzi tk  r~ htzsyw~1 uwtzi tkîú ù t̂zw xj}Dú mj 
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upon. Scottie could be a representation of  Hitchcock in the fact he is using 
Judy to project his own fantasy of  another woman. 

Rtiqjxpnúx {nj|x tk  kjrnsnsny~ ns Vertigo ynj ns |nym Rfwnfs J3 Pjfsjúx ns 
the Hitchcock Reader3 Pjfsj inxhzxxjx Pnr St{fpúx hmfwfhyjw xyfynsl1 ÷Mjw 
leap from the bell tower is both her declaration that she refuses the violations 
tk  Xyj|fwy4Xhtyynjúx {nxnts1 fsi mjw ăsfq fsi ijhnxn{j uwttk  yt mnr ymfy xmj 
nx sty f lmtxy gzy f qn{nsl gjnslø -Ijzyjqgfzr1 Rfwxmfqq1 jy fq3 79;.3\nym 
Pnr St{fpúx hmfwfhyjwúx Rfijqjnsj4Ozi~1 xmj nx utwywf~nsl ymj ùrfqj kfsyfx~3ú 
We see her character submit completely to the power of  Scottie as he picks 
what clothes she wears, the way she will style her hair, and the way she acts. 
Rtiqjxpn fsi Pjfsj nsyjwuwjy ymnx xhjsj fx |mjs St{fpúx hmfwfhyjwx kfqq 
tẍ ymj gjqq yt|jw ny x~rgtqn jx ymjnw wjrnsijw yt rfs ymfy ymj~ fwj mzrfs3 
Women are not objects or to be used as a tool in the development of  man. 
Women are their own complex, multi-dimensional selves. 

Fstymjw nsyjwuwjyfynts tk  Rtiqjxpnúx uwj{ntzx vztyj ijfqx |nym |trjsúx 
identities in another light: that when a woman submits herself  to a man 
gtym gti~ fsi xtzq1 xmj mfx ùpnqqji mjwxjqk3ú Ymj gjqq yt|jw xhjsjx hfs 
symbolize that when Judy falls her to death after she has gone through her 
kzqq ywfsxktwrfynts3 Xmj hmfslji j{jw~ymnsl fgtzy mjwxjqk  ktw Xhtyynj1 yt ăy 
his fantasy, only for her to perish. Hitchcock could be saying here that once 
|trfs ywfsxktwrx nsyt ymj rfqjúx ijxnwjx fsi tgojhynăhfyntsx1 ymjs xmj qtxjx 
mjwxjqk  htruqjyjq~3 Ymnx ltjx |nym ymj ymjtw~ tk  St{fpúx hmfwfhyjw itnsl 
fs~ymnsl xmj hfs yt uwt{j xmjúx f ujwxts fsi sty ymnx lmtxyq~ kfsyfx~3

Critics have said that Vertigo in particular has close similarities to 
Mnyhmhthpúx ywjfyrjsy tk  mnx fhytwx -tw fhywjxxjx rtwj xujhnăhfqq~. yt tgyfns 
mnx fwynxynh kfsyfx~ -Lfggfwi 6;8.3 Ynuun Mjiwjs |tzqi gj ymj gjxy j}fruqj 
of  his treatment of  actresses. He was obsessed with her from the moment 
he saw her. He and his wife, Alma groomed her into the actress she would 
become. So already he had begun to obtain his control over her by molding 
her into the type of  actress he wanted. Other things Hitchcock would do 
is have her stalked, poor treatment on set, keep her in a contract when she 
wanted out, and even accused Hitchcock of  sexual assault. This would all 
lt ts kwtr |mjs xmj ăwxy xyfwwji ns The Birds (1963) to Marnie (1964) until 
xmj htzqi st qtsljw yfpj ny fsi vzny1 sty hfwnsl fgtzy Mnyhmhthpúx ymwjfyx tk  
ruining her career. 

For Marnie -6>;9.1 Kwfs²tnx Ywzẍfzyúx inxhzxxnts tk  ymj ăqr |nym 
Hitchcock in his book Hitchcock/Truffaut, Alfred talks about what drew him to 
it ymnx ăqr3 Mj xfni mj qnpji ymj kjynxm nijf tk  ny fsi ltjx ts kzwymjw yt xf~? 
÷`îb Nyúx sty fx jẍjhyn{j fx Vertigo1 |mjwj Onrr~ Xyj|fwyúx kjjqnsl ktw Pnr 
St{fp |fx hqjfwq~ f kjynxmnxy qt{j3 Yt uzy ny gqzsyq~1 |júi mf{j mfi yt mf{j 
Sean Connery ca<00610003003B>0.5 <005C>0.5 3
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Ymnx ywjfyrjsy tk  ymj ù{nqqfnstzx |trfsú ns Mnyhmhthpúx ăqrx |tzqi qfyjw 
nsĄzjshj f |mtqj ljswj tk  ăqrx pst|s fx ùxqfxmjw ăqrx3ú Ns ymfy ljswj1 f 
rfotw ywtuj ymj~ mf{j nx ymj pnqqnsl tk  ymj xj}zfqq~ qngjwfyji |trfs3 Nyúx xzhm 
f rfotw ymjrj ns ymjxj ăqrx ymfy Scream -6>>;.1 j{js rthpx ny g~ gwnslnsl zu 
ùYmj Wzqjxú |nymns ymjnw kwfshmnxj3 Tsj tk  ymj ăwxy wzqjx rjsyntsji nx ymfy nk  
you have sex, your chances of  being killed escalates. 

\nym xj}zfqq~ qngjwfyji |trjs1 ymjnw ijfymx ns xqfxmjw ăqrx yjsi yt gj 
rtwj gwzyfq fsi rzhm qtsljw ymfs f rfsúx3 Ymjxj |trjs fwj fqxt uzsnxmji 
htsxyfsyq~ ymwtzlmtzy ymj ăqrx gjktwj gjnsl rzwijwji3 Ny nx utwywf~ji fx fs 
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ts mjw1 jsfgqnsl mjw ijxnwj fx xmj gjhtrjx tsj tk  Htzsy Iwfhzqfúx kjrfqj 
vampires.

Xnlsnăhfsyq~1 Htzsy Iwfhzqfúx ăsfq fhynts yt yzws Qzh~ nsyt f {frunwj 
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Fiinyntsfqq~1 Htzsy Iwfhzqfúx uwtlwjxxn{nxr fuujfwx ns ymj htsĄnhynsl 
male and female reactions to him, a noticeable divide in the gender binary. 
Fkyjw Rnsfúx jshtzsyjw |nym Htzsy Iwfhzqf1 Otsfymfs Mfwpjw mfwgtwx 
mfywji ktw ymj tymjw rfs@ tsq~ rzwijw fsi ifrsfynts |nqq xzẎhj1 fx mj 
desires that “God give him into my hand just for long enough to destroy that 
earthly life of  him which we are aiming at. If  beyond it I could send his soul 
for ever and ever to burning hell I would do it!” (Stoker 329). This correlates 
|nym Wjiufymúx inxhzxxnts tk  Hmwnxynfs jqjrjsyx |nymns ymj yj}y xjw{nsl fx 
the oppressor of  new ideology, Harker rather damning Count Dracula to 
hell than abiding with the spread of  vampirism, or new ideology (Redpath 
8762877.3 Ymnx tuutxnynts yt sj| nijtqtl~ fqxt fuujfwx |nymns [fs Mjqxnslúx 
gjqnyyqjrjsy tk  Htzsy Iwfhzqfúx rjsyfq hfufhny~1 ymj uwtkjxxtw wjkjwwnsl yt 
ymj ÷Htzsyúx hmnqi2ymtzlmy xjj stymnsl@ ymjwjktwj mj xujfp xt kwjjø -Xytpjw 
8;7.3 Wfymjw ymfs fhpst|qjilj f htsywfwnfs nijtqtl~1 [fs Mjqxnsl rzxy 
zsijwrnsj ny yt htsynszj ymj uwtqnkjwfynts tk  ÷rfs2ymtzlmyø ns [nhytwnfs 
xthnjy~3 Nk  Htzsy Iwfhzqfúx nijtqtl~ nx zsijwrnsji1 nyx xzg{jwxn{j nrufhy ts 
[nhytwnfs xthnjy~úx ljsijw gnsfw~ inrnsnxmjx1 [fs Mjqxnsl wjfxtsx3    

Mt|j{jw1 Rnsfúx wjfhynts tk  uny~ yt|fwi Htzsy Iwfhzqf nsinhfyjx f 
division of  the gender binary. As Jonathan seeks damnation on the vampire, 
Rnsf xjjpx Htzsy Iwfhzqfúx xfq{fynts1 fwlznsl ymfy ymj rjs ÷rzxy gj unynkzq 
to him too, though it may not hold your hands from his destruction” (Stoker 
328). This sentiment forms a direct contrast from her earlier one when 
sj|q~ qjfwsnsl tk  Qzh~úx kfyj1 Rnsf xyfynsl ymfy Htzsy Iwfhzqfúx fhyntsx fwj 
÷jstzlm yt iw~ zu ymj xuwnslx tk  uny~ ns `mjwb mjfwyø -798.3 Rnsfúx uqjf ktw 
pity toward the vampire emerges after her encounter with Count Dracula, 
qjfinsl yt fs fẎsnynts |nym mnr sty tsq~ ymwtzlm mnx gqtti gzy fqxt mnx 
words. Only after Count Dracula has acknowledged her intellectual prowess 
fsi jvzfq xyfyj itjx Rnsfúx xjsynrjsyx xmnky kf{twfgq~ yt|fwi mnr1 xjw{nsl fx 
a reserved approbation of  his progressive ideology.   

Although he exhibits progressive tendencies, Count Dracula ultimately 
Ątzsijwx fx f ywzj uwtlwjxxn{j rfqj ymwtzlm mnx utxxjxxn{j sfyzwj fsi 
inability to adhere to a singular ideology. While his actions liberate women 
from their expected societal spheres, Count Dracula enables this liberation 
|nymns mnx xumjwj tk  nsĄzjshj3 Fx Xujfw styjx1 Htzsy Iwfhzqf ÷|tzqi 
reduce all life to an extension of  himself  and his will” (Spear 181) and 
|tzqi hwjfyj ÷f |twqi ns |mnhm mj nx ymj xtqj rfqjø -6=<.1 f kzqăqqrjsy tk  f 
male sexual fantasy. He exhibits full control over his brides, telling them to 
go “Back, back to your own place! Your time is not yet come. Wait. Have 
patience” (Stoker 58) when they wish to consume Jonathan Harker. His 
parting remark to the men in London of  “Your girls that you all love are 
rnsj fqwjfi~ø -87;. tshj flfns nsinhfyjx mnx t|sjwxmnu t{jw ymj |trjs mnx 
actions free within societies other than his own. This indecisive ideology 

fuujfwx |nymns Htzsy Iwfhzqfúx ynrj tk  ijfym@ fqymtzlm ymj Htzsy {nj|x 
“the sinking sun” (400) and believes it to signal his triumph, the “light of  
the setting sun” (401) signals his end, the man and his ideology caught in 
f rniutnsy tk  qnlmy fsi ifwp3 Ymnx rniutnsy ăsix mnxytwnhfq j}uwjxxnts ns 
ymj jsi tk  ymj Sj| \trfsúx nrflj fx xj}zfqq~2qngjwfyji3 Fx Pfwq Gjhpxts 
describes, the end of  the nineteenth century was the end of  the New 
Woman portrayed as matrimonially and maternally liberated, activists 
discovering the image “alienated more woman than it attracted” and instead 
kthzxnsl ts |trjsúx {tynsl wnlmyx -Gjhpxts 6::.3 Gtym ymj Sj| \trfs fsi 
the “New Man” falter in an age where neither society nor themselves can 
fully embrace their principles. While Count Dracula seeks to reevaluate the 
[nhytwnfs ljsijw gnsfw~1 mj kfnqx yt wjhtshnqj mnx t|s rtwfq gnsfw~1 qjfinsl 
to his personal and symbolic end.   

Fhyntsx1 |twix1 fsi wjfhyntsxöymjxj xnlsnăjwx rfwp Htzsy Iwfhzqf 
as the most progressive male within Dracula after inverting the traditional 
gnsfwnjx tk  rtwfqny~ fsi ljsijw3 Ymwtzlm Htzsy Iwfhzqfúx {frunwnh 
actions, Lucy Westenra escapes the repressive roles of  the domestic sphere, 
rfywnrts~1 fsi rtymjwmtti3 \nym Htzsy Iwfhzqfúx jvzfqn nsl |twix1 Rnsf 
Harker gains full acknowledgement of  both her intellectual prowess and 
zsozxy ywjfyrjsy3 Ymwtzlm Otsfymfsúx wjfhynts tk  mfywji1 [fs Mjqxnslúx 
wjfhynts tk  gjqnyyqjrjsy1 fsi Rnsfúx xmnkyji wjfhynts tk  uny~1 Htzsy Iwfhzqf 
x~rgtqn jx f htzsyjwfhyn{j nijtqtl~ ymfy in{nijx ljsijwúx styntsx tk  mnr3 
Mt|j{jw1 ymj Htzsyúx kfnqzwj yt ywfsxhjsi utxxjxxn{jsjxx fsi yt fimjwj 
to a singular ideology causes his demise, the “New Man” silenced for his 
ujwxtsfq nshfufgnqny~ yt zumtqi sj| uwtlwjxxn{nxr tw yt j}uwjxx [nhytwnfs 
htsxywzhyx tk  rfsmtti3 Fqymtzlm mnx hmfqqjslj yt ymj [nhytwnfs ljsijw 
binary elevates Count Dracula as the most progressive male, his failure 
concerning his moral binary serves as a warning of  personal defects 
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On Dracula and Dorian Gray: 
The Literary Magnetism 

of  Internal Conflict 
A.J. Dilts

Literature is a form of  magnetism. On opposite poles rest the contrasting 
elements of  a story: atmosphere and individual, action and exposition, good 
and evil. The characters in a novel lay between these poles, perpetually 
being pulled in either direction until a dominant tendency emerges. In 
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as real life characters are somehow imbedded in facial features, and with 
uwtujw ùwjfinslú ymnx ywzym hfs gj ktzsiø -9.3 \mjs Rfwxmfqq fuuqnjx ymjr 
to the character Dracula, she describes that, “the villain, though he may try 
to hide it, is eventually shown to have the face of  evil; his moral deformity 
eventually has an outward, physical display” (3). She argues that the hideous 
skull and face of  Dracula accentuates his hideous soul, that his villainous 
fuujfwfshj rnwwtwx mnx {nqqfnstzx hmfwfhyjw3 Umwjstqtl~ wj{jfqx Iwfhzqfúx 
vile external qualities, thereby revealing his repulsive internal qualities as 
|jqq3 Mjw fxxjwynts nx xzuutwyji g~ Otsfymfs1 |mt ijxhwngjx Iwfhzqfúx kfhj 
as having a “high bridge of  the thin nose and peculiarly arched nostrils; 
with lofty domed forehead” and “peculiarly sharp white teeth” (Stoker 
24.) As the novel unfolds, these surface level observations coalesce into an 
zsijwxyfsinsl tk  Iwfhzqfúx j{nq sfyzwj3 

\mjwjfx Rfwxmfqq gjqnj{jx Iwfhzqfúx um~xnhfq fyywngzyjx rfsnkjxy kwtr mnx 
jsynwjq~ j{nq xtzq1 ymtxj xfrj um~xnhfq fyywngzyjx xzlljxy ymj htsĄnhy ymfy qnjx 
within it. Even with his “aquiline” jaw and “protuberant teeth” (Stoker 24), 
Iwfhzqf sj{jw ăsix f ujwrfsjsy um~xnhfq ktwr3 \mjymjw ny nx ymj ÷nrrjsxj 
itlø -Xytpjw =>. ts ymj xmnu tw ymj ÷gnl gfyø ymfy ÷`Ąj|b xywfnlmy ts1 fx 
if  it knew where it was bound for” (Stoker 119), Dracula is consistently 
rtwumnsl nsyt tymjw xujhnjx3 Rfwxmfqq nx htwwjhy ns ymfy Iwfhzqfúx um~xnhfq 
ywfnyx wjĄjhy mnx hmfwfhyjw1 gzy xmj nx nshtwwjhy ns ymfy ymtxj um~xnhfq ywfnyx 
wjĄjhy fs jsynwjq~ j{nq hmfwfhyjw3 Mnx um~xnhfq fgnqnynjx htzqi gj {nj|ji fx 
a powerful advantage over men and a wicked perversion of  humanity; 
however, not having a resolute physical form represents the impurity and 
natural hesitancy that accompanies the pursuit of  evil. Furthermore, the 
nsijhnxn{jsjxx ns Iwfhzqfúx fuujfwfshj wjuwjxjsyx ymj nsijhnxn{jsjxx ns mnx 
soul. His last moments are spent defenseless against his attackers, all because 
of  the conditions that his body must obey. The power he wields over men 
ultimately wields power over him. Dracula does not have full control of  his 
physical nature, just as he does not have full control of  the darkness within 
him. Upon having his plan foiled and his corpse destroyed, Dracula parts 
ymj |twqi |nym f wfymjw zsj}ujhyji um~xnhfq j}uwjxxnts? ÷ymjwj |fx ns `mnxb 
face a look of  peace” (Stoker, 401). Forced by his physical condition to spend 
his entire life in darkness, Dracula and his soul greet Death at dusk, an 
equilibrium between the light of  day and the dark of  night. The rays of  the 
xjyynsl xzs -mjfiji \jxy. hfxhfinsl tẍ tk  mnx htẎs xzlljxy ymfy1 fqymtzlm 
evil to his last breath, a shred of  redemption lies with his corpse. 

Similar to Dracula, Dorian Gray displays an irregular appearance that 
demonstrates his full devolution into an indulgent, cruel narcissist. The 
riveting young man is initially of  a pure, elegant appearance, as described 
by Lord Henry: “Yes, he was certainly wonderfully handsome, with his 
ăsjq~2hzw{ji xhfwqjy qnux1 mnx kwfsp gqzj j~jx1 mnx hwnxu ltqi mfnw3 `îb St 

wonder Basil Hallward worshipped him” (Wilde 17). But once aware of  
ymj utyjsynfq ut|jw fsi nsĄzjshj tk  mnx fuujfwfshj1 Itwnfs ujw{jwyx mnx 
jqjlfshj nsyt xjizhynts1 xfhwnăhjx mnx xtzq ktw mnx kfhj1 fsi ywfsxnyntsx kwtr 
man to monster. His appearance allures and captivates those around him, 
and Dorian lavishes in its ability to manipulate. The character of  Basil 
Hallward, as a physical representation of  morality and virtue, is hopelessly 
ignored by Dorian as he continues along his dark journey. Sheldon W. 
Liebman supports this assessment of  Basil, citing, “Basil believes that the 
universe is a moral order in which God punishes evil and rewards good; that 
ymj xjqk  nx zsnyfw~ fsi fzytstrtzx `îb mzrfs htsizhy ns ljsjwfq hfs gj 
guided by a moral code in which sympathy and compassion are primary 
{fqzjxø -7><.3 Qnjgrfsúx hmfwfhyjwn fynts tk  Gfxnq tzyqnsjx mt| mj ijq{jx 
deeper than the physical appeal of  Dorian and dissects his character. Just as 
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j}jwyji mnx nsĄzjshj t{jw ynrj3 Hjsyzwnjx mf{j ufxxji1 pnslitrx mf{j 
kfqqjs1 yjhmstqtl~ mfx j{tq{ji3 ĵy ymj {nqj1 ut|jwkzq ălzwj tk  Iwfhzqf mfx 
wjrfnsji ns mnx hfxyqj1 nxtqfyji kwtr hn{nqn fynts fsi ymj um~xnhfq jẍjhyx 
of  time. David Punter describes this aspect of  the novel when he writes, 
÷ns tsj xjsxj1 [fs Mjqxnsl fsi mnx yjfr wjuwjxjsy ymj rtijws1 |mnqj ymj 
Htzsy xyfsix ktw ymj zswjrnyynsl uzqq tk  ymj ufxyø -8:.3 Uzsyjw nijsynăjx 
the contrast between Dracula and the world he lives in, continuing, “this 
jqjrjsy tk  uwtlwjxx xyfsix ns xyfwp htsywfxy yt ymj ălzwj tk  Iwfhzqf 
mnrxjqk ø -8:.3 Ymnx nsyjwuwjyfynts xzlljxyx ymfy Iwfhzqf xyfsix ăwr flfnsxy 
and unmoved by the wave of  technological innovation blowing past him.

Zsfẍjhyji g~ ynrj1 ymj fshnjsy Iwfhzqf nx fgqj yt inxujwxj mnx {nqqfns~ 
ymwtzlmtzy hjsyzwnjx3 Kzwymjwrtwj1 Uzsyjwúx fwlzrjsy ijqnsjfyjx ymfy 
society may progress and evolve, but it will soon realize that the past still 
gjfwx nsĄzjshj ts ymj uwjxjsy1 ozxy fx Iwfhzqf fẍjhyx ymj uwtyfltsnxyx tk  
ymj st{jq3 Ymnx nwwjlzqfw wjqfyntsxmnu |nym ynrj kjjix Iwfhzqfúx mzgwnx1 fx 
he boasts, “My revenge is just begun! I spread it over centuries, and time is 
on my side. Your girls that you all love are mine already; and through them 
you and others shall yet be mine - my creatures, to do my bidding and to 
gj r~ ofhpfqx |mjs N |fsy yt kjjiø -Xytpjw 87;.3 Iwfhzqf fwwtlfsyq~ {nj|x 
his enemies as commodities to collect and control, not obstacles to respect 
and overcome. From his perspective, why should he fear these mere mortals 
when he has already conquered time? Time catalyzes the false reassurance 
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appearance, the face that once represented his true self  begins to assume 
the role of  a mask. His face is unable to display the maturity and wisdom 
that new experiences and relationships provide. Dorian is a middle-
aged man with the appearance of  a youthful bachelor; he is not only a 
prisoner of  time, but also a prisoner within his own body. As time passes, 
Itwnfs gjlnsx yt wjĄjhy ts ymj jruy~1 nxtqfyji qnkj ymfy mj mfx qji3 Itwnfs 
nshwjfxnslq~ htrufwjx Mjsw~úx uqjfxzwfgqj fsi nsizqljsy1 ~jy h~snhfq 
fsi ufxxntsqjxx qnkjxy~qj yt Gfxnqúx t|s kzqăqqnsl fsi wnlmyjtzx1 ~jy yjintzx 
fsi rzsifsj qnkjxy~qj3 \mnqj xzuutwynsl ymj uwjxjshj tk  f htsĄnhy |nymns 
Itwnfs1 Qjkpt{ny  ijxhwngjx Itwnfsúx ijfym? ÷Knsfqq~1 mf{nsl htrj yt qtfymj 
his own beauty, Dorian Gray shatters the mirror, stabs the picture, and dies 
mjwtnhfqq~ø -788.3 Qjkpt{ny  fwlzjx ymfy1 ijxunyj Itwnfsúx {nqqfns~ ymwtzlmtzy 
the entire novel, time plays on his psyche and disillusions him from his 
vanity. Dorian manipulated time to cherish his physical appearance, but 
mj htrjx yt zsijwxyfsi ymfy ynrj nx wjxtqzyj ns nyx jẍjhy ts ymj xtzq3 \mnqj 
Lefkovitz is correct in her assessment of  Dorian loathing his own beauty, 
she is incorrect in her mention of  a “heroic” death. Over time, Dorian is 
exposed to two mutually exclusive forms of  the human experience (Basil and 
Henry). After governing his life through both interpretations, he realizes that 
sjnymjw ijqn{jwx ywzj kzqăqqrjsy3 \nym st wjrfnsnsl tuynts1 Itwnfs rfpjx 
a conscious decision to murder himself. The confusion from his perpetual 
internal battle prompts a decision to destroy his portrait and, by extension, 
his own soul. Dorian spends a lifetime acting as a narcissistic villain, yet 
wjyfnsx f yjymjw yt ymj rtwfq1 ozxy qnlmy tk  mzrfsny~3 Mnx fwwtlfsy nsĄzjshj 
over time masks his subjugation to it, just as his intact, redeemed soul stands 
over his decrepit, deceased body. 

Ymjxj y|t juthmfq |twpx tk  qnyjwfw~ ăhynts1 Dracula and The Picture of  
Dorian Gray, contain repulsive, vile titular characters who have nonetheless 
attracted and captivated generations of  moral, righteous men and women. 
Ymj st{jqxú rflsjynh vzfqny~ xyjrx kwtr ymjnw xmfwji nsyjwsfq htsĄnhyx 
concerning their relationships with time and physical attributes. Just as 
tuutxnyj utqjx fyywfhy1 xthnjy~úx ă}fynts |nym {nwyzj gnwymx fs nsxfynfgqj 
curiosity to read and analyze vice in literature. It is the monster that conceals 
the men beneath, their control of  Time that conceals their vulnerability to 
it, and the speck of  light that punctuates the dark within their soul. 
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The Living Imago of  Dorian Gray
Rachel Sizemore

Qfhfsúx The Mirror Stage uwjxjsyx nijfx ymfy gznqi tẍ tk  Kwjziúx ns ymj 
context of  psychoanalysis and development of  the psyche. Integral to 
understanding the essay is the phrase in which Lacan explains that the 
mirror stage, and the physical act of  seeing oneself  in a mirror, “symbolizes 
the Iúx rjsyfq ujwrfsjshj1 fy ymj xfrj ynrj fx ny uwjălzwjx nyx fqnjsfynsl 
ijxynsfyntsø -Qfhfs1 7<5.3 Ymnx ijăsjx1 ns xnruqj yjwrx1 ymj nrutwyfshj tk  
the mirror stage as well as the process of  which the psyche acknowledges it. 
The imago, or the I as Lacan refers to it here, is a “destination” to which the 
real self, the physical being, can never reach, though it will always permanently 
remain an objective within the psyche. The dichotomous relationship 
gjy|jjs ymj nrflt fsi ymj um~xnhfq xjqk  nx xtrjymnsl ymfy Qfhfs ăsix 
extremely important to the development of  humans and the philosophy of  
thought, and which Lacanian theorists base their analyses on.

F yj}y ymfy xmt|hfxjx ymnx inhmtytr~ jẍjhyn{jq~ nx The Picture of  Dorian 
Gray, written by Oscar Wilde and published in 1890. In a brief  summary of  
the plot, Dorian Gray follows a young man who receives a painting of  himself  
from a close friend; the painting, taking on a principle role in the narrative, 
ymjs gjlnsx yt flj fsi fywtum~ fx mj ùxnsxú fsi wjrfnsx ~tzymkzq3 J{jsyzfqq~1 
the paranoia of  someone discovering his secret becomes overwhelming and 
Dorian Gray is killed trying to destroy the painting. Lacanian analysis is 
useful in consideration of  this text for many reasons, the most pressing being 
that this is a literal manifestation of  the imago and the self, if  reversed so 
ymfy ymj ùrnwwtw2xjqk ú -ns ymnx hfxj1 tk  htzwxj1 ymnx nx wjkjwwnsl yt ymj ufnsynsl. 

nx ymj tsj ns |mnhm ymj rfsnkjxyfyntsx tk  ymj ùkfzqyxú nx xjjs1 |mjwjfx Itwnfs 
himself  remains a pristine and perfect imago. It is the vast alienation between 
Dorian and the painting that is eventually the downfall of  the man: he snaps 
and tries to destroy the painting in order to free himself  of  the distress he 
feels at its evil visage and ends up killing himself  instead and leaving the 
painting to remain, a permanent reminder of  his folly.

The further the narrative proceeds, the more alienated Dorian becomes 
from his mirror-self, and so on. As a quick aside, this can be pushed further 
nsyt Qfhfsúx ymjtw~ fx ymj inhmtytr~ tk  ymj y|t nrfljx xzlljxyx ymfy Itwnfs 
nx fqxt sty flnsl1 nsxyjfi mj nx uwjxjw{ji fy ymj flj ns |mnhm mj ăwxy xf| ymj 
portrait of  himself; this is synonymous with the idea in Lacanian theory that 
ymj nrflt wjrfnsx fy ymj xyflj ns |mnhm ymj ùgfg~ú ăwxy xjjx ny3 

In the end, once Dorian dies, the images switch places, reinstating the 
rnwwtw2xjqk  tk  ymj nrflt yt ymj ufnsynsl fsi ymj wjfqny~ yt Itwnfsúx gti~ xt 
ymfy Qfhfsúx ymjtw~ nx tshj flfns wnlmyji3 Ymnx nx nsyjlwfq yt ymnx fsfq~xnx1 
as it portrays not only the theory in its base state but also the interaction of  
the two, which Lacan fervently believed could never happen. So why is this 
important, if  it delineates from the theory? One could postulate that this 
is portraying the permanence of  the imago: once Dorian dies, it switches 
vessels in order to live on in his painting, or, the imago that inhabited the 
utwywfny js{jqtux Itwnfs xt ymfy ny |nqq nsăqywfyj mnx rjrtw~ frtsl ymj 
ujtuqj |mt ăsi mnr fsi pst| mnr1 ymzx wjrfnsnsl f ujwrfsjsy ă}yzwj tk  
his reputation in society. 

Another more unlikely theory is that this relationship between Dorian 
and his attenuating imago is representative of  the toxicity of  removing 
oneself  from reality. As Dorian believes himself  to be perfect and untouched 
by his sins, he can no longer see his true imago and instead is haunted by 
how others might see him, though they perceive his imago instead of  his 
ywzj xjqk3 Ymzx1 ymj ùfqnjsfyntsú1 fx Qfhfs |tzqi xf~1 tk  tsjxjqk  kwtr xthnjy~ 
and from their own nature is something that will, in turn, tear them apart. 

In conclusion, the relationship between the imago and the self  is an 
extremely important part of  Dorian Gray, though it is improbable that Oscar 
Wilde would be aware of  this connection to critical theory. However, the 
st{jq qjsix nyxjqk  yt ymj zsijwxyfsinsl tk  Qfhfsúx Mirror Stage and the 
process between the imago and the physical self. 
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Power and Identity in Frank X Walker’s 
When Winter Come 

Maeve Dunn

Although the connection may not be obvious to some, power and 
identity go hand-in-hand. Throughout history, identity in terms of  gender, 
sexuality, race, and income, among other things, has determined how much 
power and control one has in their life and in their community. In Frank X 
\fqpjwúx htqqjhynts tk  utjrx When Winter Come: The Ascension of  York, there 
fwj xj{jwfq mnxytwnhfq ujtuqj kwtr inẍjwjsy xthnfq hqfxxjx fsi jymsnh lwtzux3 
Xujhnăh hmfwfhyjwx |mtxj ut|jw nx wj{jfqji ymwtzlmtzy ymj utjrx fwj 
Lewis and Clark, who led the expedition through North America; York, an 
enslaved man of  African descent who accompanies them and guides them 
fhwtxx ymj qfsi@ fsi t̂wpúx y|t |n{jx1 tsj kwtr fs Frjwnhfs Nsinfs ywngj 
called Nez Perce, and one from his life as a slave. Social class and race in 
ufwynhzqfw uqf~ f qfwlj wtqj ns rfs~ tk  mnx utjrx1 xujhnăhfqq~ gjhfzxj ymj~ 
directly pertain to power, which is a major, overarching theme in all of  the 
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Ns ymjxj qnsjx1 t̂wpúx Sj  Ujwhj |nkj mtqix rjs |mt it sty kzqăqq ymjnw 
social duties accountable for themselves, emphasizing the fact that women 
and children also rely on men to provide for them and keep them safe. 
Walker also mentions children in these lines as sources of  comfort for men 
in old age; this proves that children were seen as dutiful to men as well as 
women. The above quotation also suggests the role of  women as mothers, 
although paternal responsibilities are not mentioned at all. Many of  the 
other poems in When Winter Come, such as “Unwelcome Guest” and “Like a 
[nwlns1ø |mnhm mf{j yt it |nym gtym tk  t̂wpúx |n{jx1 xzlljxy ymfy |trjsúx 
uwnrfw~ uzwutxj nx yt gj xzgxjw{njsy yt rjs@ ymj~ fwj tkyjs zxji ktw rjsúx 
personal pleasure and regarded as their property.

In general, white men historically have had the most privilege and power, 
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The Powers that Be: Social Assignment, 
Resistance, and Dependence in

When Winter Come & The House
on Mango Street

Maria Wheatley

Ns ymj qnyjwfw~ |twqi fx |jqq fx ymfy tk  stsăhynts1 ut|jw nx f htrrts 






