





Gender, Sexuality, and the Frailty
of the Pastoral in Aphra Behn’s
“The Disappointment”

Cheyenne Riley

Mnxytw~ mfx i j rtsxywfyji mt] ymj nsAzjshj tk wjonlnts? mlmjw
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
FXghyg i xthofy {fizjx tk ymj ufxy fsi ytymnx if~ psljwns 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
JXjhyx tk ymjxj nsAzjshjx rtwj ymfs | trjsiis jsizmsl ymj wjuwjxxnts
of their own sexual identity through religious abstinence, societal shame,
fsi ujwxtsfywzisfynts! | trjs mf{j jrujwnjshji xlsnahfsy 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
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
ufxmtsx xfyxdj i3 YmwtzIm f gjsx tk mzrtw fsi wts~L Gyms ij rtsxwfyjx
the failings of traditional masculinity to live up to its own expectations

fsi jHeHwfyji {ongj nrFlj Jmngj foxt xnrzoyFsjtzxe~ ks yt kzgdg

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
fhy{jo~ htsijrsosl ymj ufpnfuhmfy tuuwjxats tk | trjs izmsl ymj utjylx
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
werfsythxr tk ymj F1j Fxymj~ rjjyktw Fujsij {tzxns Fxjhziji &jois
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
hoy fw yt ymy wjFi jw ymfy QnxFsi jwix reyn{fyntsx fwj kfw kwtr hmfxyj3
Nrrjanfyjod ymj utjy nrumjx ymfy QnxFsi juix ufxxntsx ktwymj i fuj
ktzsiji ns hfustqozxy3 Ns kfhyl ymj awxy hmfwfhyjun fynts ymj wyFijwwjhja{jx
th ymj rfsnxymj utjyix sfrasl mr fx ymj Frfutzx Qufsi jug -Gjms
6.3 Fxymj awxy xyfs Fuwtlujxxjxt Gjms jsktwhjx QnxFsi jwix 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
wjofyrtsxmiu fx sty tso~ F rjfsx tk Ifasnsl ymj xj}zfy lwfpndhfyrts 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
gfyyyj Jtzoi gj3 Gjms ijxhungjx QnxFsi juix nsyjsyntsxl stynsl max t] s mjwtnh
belief in himself. The poet states:
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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 Hotunx gwndmyjw I~jx | Fx mzwli3 -Gjms ;265.

In these lines, the poet characterizes, and later satirizes, Lisander as a
x~rgtg tk Fshnjsy Lwjjp mjwtnxrdNs ymj rfsix j~jxt mj nx fx rolmy~ fsi
powerful as the heroes in traditional mythology, captivated entirely by his
desire for Cloris.

Gjms i jxhingjx ymj qefjwns +max 1~ Hmfuntyl iwf ] s g~ awjle | mohm nx
st] =ijxhjsinsl ytymj Xjfig Ymjxj nr Fljxt [mgj aypsl x~rgtox tk Lwjjp
r~ymtgtl~ fuj foxt {w~ nrutwyfsy ns ymfy ymj~ fuj ymj awxy wjkjwjshjx yt
female passion and desire within the poem. While Lisander is pictured at
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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 Guineas! \ttgk inxhzxxjx ymj nijfymfy £ | twi ktzsiji ts | trjsk
{fizjxl whymjwymfs rjsixt | tzgi ripj fgjyyjw | twid Ufup nx fulznsl ymfy
Rose is supposed to be the symbol of a better world. This could also make
Wxj fujAjhynts tk ymj sj | rtijws Tlj t{jwfprsl 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
x xmt | s yw~nsl yt uzuhmfxj £ mtrj whymjw ymfs almyl gpj Wexjl In{jx mr £
rtwj 1trjxyh vzfpy=3 Ymx ox fixt ymj wxy e j ymfy Rfwnsix {nj | utsy x
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 Jzljsnjix jnlmyjjsym hjsyzw~mtrjL | mohm xmj mjgi
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
tsytnyd Ymx wjAjhyx ymj nijF tk ymj | twgi vrefos] ktw | fwi nsyt ymj Rtijws
Juf fsiymj yjsxts xt rfs~mtgi 1s asinsl htrktwy ns ymj ufx3 I{js fx
Rfuyis yinjx yt gz~ ymj mtzxj mj asix ymfy ny nx yet ¢fyJ3 Yorj re{jx ts j{js
when someone, like Martin, is not ready for everything that they once knew
yt hmfs133 Ymjwj nx styms 1 ymfy Rfwyis hfs 1t yt xytu ymj FXjhy 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,
gxygsnst yt mox {tohg ymwtzImymj it ymfy mj mFi £ lwjfy s~ gefj Txfmd
Gzy [mt JoymD Fsi [m~ it rjsymsp qt{j Ffmx xt nrutwfsys -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
mjw8 Rfwyns xjjrxyt gj geshisl ktwymj [ohytwfs jwf ns mx ¥nsil gzy sty
ymurtzIm mnx Fhyntsxd Tsj th ymj xyjwjty~ujx tk ymj [ahytwnfs jwk nx ymfy ymj~
are prudish. Yet, Martin is not behaving in the way that is often considered
yt gj [nhytwnfs3 Nsxyjfilmj x yFposl £ rti jus fuuwtfhm yt t{j fsi pfnsl £
bachelor lifestyle of a modern man. Through these two scenes that are both
1s ymj xFrj hmfuyjw FwjFijwhfs xjj Rfwpnsx nssjw xwz gy | oym mirxjod
He is looking back at an era that is already gone. Though he may wish for a
inXjwjsy wj oy~ mj nx xyngg re{nsh kew | fwi ns mox gkj gpj j{jw~tsj joxjs

Ymj sjtyynrj ymfy Wexjix utasy th {nj | moxmt]smx [mjs xmj Igjxyt
visit Sarah and Maggie. When Rose arrives she begins to make a connection
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Ljsijwhsjvzfy~ns [wlnsif \ttkix Ymj ~jfux? Wexj fsi Rfuns

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 B SF tk xjok2ni jsyny~ -Rtwnx 6;=.3 Ymj mtzxj nx qehfyji ns £ 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 mnrxjok ymfy [ fx t]sji g~ T |jo2tx htzuggl fx | fxxmt] s jfupjwis

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 Ingx htzoi sty FXtwi ye pjjund Ymj | trjs fuj fig tsymj uttwxij
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
ytwjrjrgjwymj snlmy ymfy xmj x| ymj Afxmjw fx £ ~tzsl Ingd Wxj kjjox F
htssjhyts yt RflInj fsi | fsyx yt tujs zu yt mjwktw ymj awxy 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 awxy ymsl yt htrj nsyt mjw mjfig -The Years 171). Waterloo
WeFi xymj wefi [ mjwj Wexj jshtzsyjwji ymj Afxmjw [mjs xmj | fx ~tzsB
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g~ xtrjtsj ymfyxmj | fsyji yt htsaij ns xmt | x ynfy Wixj hfssty jxhfuj
mjw xqjshj fsi asmm yjonsl RFLnj ymj xytw~ ymfy XFwfm nsyjwwzuyj i3 G~
Rflnj wikzxasl yt htrj JnymlymtzImxmj gpjo~ rjfsx st tXjsxj g~ nyl xmj
unintentionally refuses to let Rose tell her the rest of her story. Even with
fig th ymj almpnsh ymfy Wexj 1 tjx ktw | trjsix wnlmyxt xmj nx xyngg ywfuuj i ns
xggshy g~ymj g ut | jw egw mjwwjuwgxjsyja ymwezImymj Afxmjub

Ns 6>691 Rfuns rjjyx Xfwfm tzyxij tk Xy3 Ufzox Hfymj iwfid Xnshj
she is his cousin, he takes her out to lunch. It is likely that Martin did not
Jrughy fs~ymsl yt 1t Jwesl jfypsl gzshm | ym mox htzxs! gzy ymym 1nXjwj sy
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to be careful to not let corrupt them. However, Rose later says to Martin,
Nir uwtzi tk r~kfrnd uwtzi tk r~htzsyw uwtzi €0 i tzw xj 00 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.

Rtigjxpnix {nj | x tk kj rnsasny~ s Vertigo ynj ns ym Rfunfs J3 Pjfsjix ns
the Hitchcock Readerd Pjfsj imhzxxjx Pnr St{fplx hmfufhyjw xyfns Il ~Mjw
leap from the bell tower is both her declaration that she refuses the violations
tk Xyj | fuydXhtyynjix {mts! Fsi mjw asfy fsi ijhwa{j uwttk yt mr ymfy xmj
x sty T Imtxy gzy T o{nsl gjnsle -1 jzyjogfzrl Rfwxmfl jy £33 79;.3\aym
Prr St{fpix hmfwfhyjux RF1jojnsj40zi~ xmj x utwwf~nsl ymj i fij kFsyfx-
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.
Rtigjxpn fsi Pjfsj nsyjwuwjy ymx xhjsj x [mjs St{fpix hmFwFhyjux ki
tymj gy ye ] gwny x~rgtg jxymjmwjrsijwyt rfs ymfy ymj~ fuj mz rfs3
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 nsyjwunjyfynts tk Rtigjxpnx unj{ntzx vztyj ijfxx Joym | trjsix
identities in another light: that when a woman submits herself to a man
gtym gti~ fsi xtzol xmj mfx ipnggj 1 mjwxjokdl Ymj gjog ye | jw xhjsjx hfs
symbolize that when Judy falls her to death after she has gone through her
kzag ywfsxitwrfynts3 Xmj hmfshji j{jw~ymsl fgtzy mpuxjok ktw Xhtyynjl yt dy
his fantasy, only for her to perish. Hitchcock could be saying here that once
| trfs wisxktwrxnsyt ymj rfyjix ijxwjx fsi tgojhynahfyntsxl ymjs xmj qexjx
mjwjok htrugyjes Ymnx Fejx Joym ymj ymjtu~ th St{fpix hmfufhyjw itrsl
fs~ymsl xmj hfs yt uwt{j xmjix f ujwxts fsi sty ymx Imtxyg~ kFsyfx-3

Critics have said that Vertigo in particular has close similarities to
Muyhmhiehpix ywj fyrjsy tk max Fhytux -tw Fhywjxxjx rtwj xujhndhfy~. yt tgyfis
mnx Fwynxynh kFsyfx~ -Lfggfwi 6;8.3 Ynuun Mjiwjs | tzoi gj ymj gjxy jHfrug
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
It tskwtr [mjs xmj auxy xyFuwj i ns The Birds (1963) to Marnie (1964) until
xmj htzgi stotshjwyfpj ny fsi vznyl sty hfinsl fgtzy Moyhmhthpix ymuj fyx tk
ruining her career.

For Marnie -6>; 9.1 Knfs2tix Ywzxfzylx inxhzxxnts tk ymj agr Jnym
Hitchcock in his book Hitchcock/ Trufaut, Alfred talks about what drew him to
it ymx a3 Mj xfni mj gopj i ymj kjymm ni jF tk ny Fsi 1tjx ts kzwymjw yt xF~?
=1 bNyix sty fx jXjhyn{j x Vertigol [mjwj Onr r~ Xyj | fyix kj joos 1 ktw Pnr
St{fp | fx hqjfug~ £ kjymxmxy 0e{j3 Yt uzy ny gozsyd | jui mf{j mfi yt mf{j
Sean Connery cag8060003003B6.5 805C&.5 3
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Ymnx ywjfyrjsy tk ymj W{ngfistzx | trfsins Mayhmhthplx dgrx | tzoi gfyjw
1sAzjshj T [mtgj 1jswj tk aqrx pst]s fx ixgFxmjw aqrrxdi Ns ymfy 1jswjl £
rfotw ywtuj ymj~ mf{j x ymj progns 1tk ymj xj}zFoe~ ngjwhyji | trfss Nyix xzhm
T rfotwymj rjas ymjxj &rx ymfy Scream -6>>;.1 j{js rthpxny g~ gmslnsl zu
IYmj Wzgjxi | ymns ymjnw kwFshmnxj3 Tsj th ymj awxy wzqjx rjsyntsji nx ymfy ok
you have sex, your chances of being killed escalates.

N\ym xj}zfog~ pggwfyj i Jtrjsiymjo i jfymx s xgfxmjw agrx yjsi yt gj
rtwj gwzyfy fsi rzhm gtsljwymfs £ rfsid Ymjxj |trjs fwj foct uzsmmji
htsxyfsyr~ ymwtzImtzy ymj dgrx gjktwj gjnsl rzwi jwj i3 Ny nx utwwf~ji fx fs
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Sara Leonhartsberger The New Man: Count Dracula as the Most Progressive Male in Dracula
ts mjul jsfgpsl mjw i jxwj fx xmj gjhtrjx tsj tk Htzsy Dwfhzgfix kj rfoj

vampires.
Xnlsnahfsy~l Htzsy Bwfhzgfix asfy fhynts yt yzws Qzh~nsyt f {frumj
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Fiinpntsfyd Htzsy Dwfhzofix uwtlwjxa{mxr fuujfwxns ymj htsAhpsl
male and female reactions to him, a noticeable divide in the gender binary.
Flyjw Rnsfix jshtzsyjw [nym Htzsy Bwfhzgfl 0tsfymfs Mfwpjw mfugtux
mfyij i ktwymj tymjw rfsj tsi~ rzwiju fsi ifrsfynts JngxzYhjl fxmj
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
[ oym Wj iufymix inxhzxxts tk Hmnynfs joj rjsyx | yms ymj yj 3y xjw{ns 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 tuutxynts yt sj | nijtotl~ fixt fuujfux [yms [Fs Mjonslix
gimyy rjsy tk Htzsy Bwfhzofix rjsyfy hfufhmy~Lymj uwtkjxctw wjkjwnsl yt
ymj +Htzsyix hmgiymtzImy xjj stymshf ymjwjktwj mj xujfp xt kwjjo -Xytpjw
8; 7.3 Whymjwymfs fhpst]gilj f htsyfunfs nijtotl~ [fs Mjgasl rzxy
zsijwrnsj ny yt htsyiszj ymj uwtpkjwiynts tk ~rfsymtzlmyg ns [hytwfs
xthnjy=3 Nk Htzsy Bwfhzgfix ni jtotl~nx zsijwirnsj il yx xzg{jwa{j nrufhy ts
[hytwnfs xthnjy~ix 1jsijw gnsfw~ inrnsmmjxt [Fs Mjgasl wjfxtsy

Mt | J{ju Rosfix wjfhyrts th uny~ yt | fui Htzsy Bwfhzef nsinhfyjx f
division of the gender binary. As Jonathan seeks damnation on the vampire,
Rist xjjpx Htzsy Dwfhzofix xf{fynts! ful zisl ymfy ymj rjs +rzxy gj unkzg
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 |~ gfwsnsl th Qzh~ix kfyjl RasT xyfyns | ymfy Htzsy Bwfhzofix fhyntsx fuj
+jstzImyt 1w~ zu ymj xumsIx th uny~ ns “mjwb mjFuye -798.3 Rasfix ugy f ktw
pity toward the vampire emerges after her encounter with Count Dracula,
gjfinsl yt fs FYsmyits Jym mr sty tsg~ ymwtzIm mx grtti gzy foxt mx
words. Only after Count Dracula has acknowledged her intellectual prowess
fsi jvzfyxyfyj itjx Rusfix xjsyrjsyx xmky kfF{twfge~ yt | fwi mrl xju{asl fx
a reserved approbation of his progressive ideology.

Although he exhibits progressive tendencies, Count Dracula ultimately
Atzsijux x T ywzj uwtlwjon{g o ymeezIm mix utxxjxoa{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
I ymns mnx xumjwj tk nsAzjshjd Fx Xujfw styjxt Htzsy Bwfhzef ] tzgi
reduce all life to an extension of himself and his will” (Spear 181) and
| tzoi hwjfyj =F | twgi ns [ mohm mj nx ymj xtoj rfjo -6=<.! f kzgdgrjsy tk £
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
risj fjfi~g -87;. tshj flfis nsinhfyjx mx t] sjwxmou t{jwymj [ trjs mnx
actions free within societies other than his own. This indecisive ideology
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fuujfux Jnyms Htzsy Bwfhzefix yorj th i jfym) fymtzImymj 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
T riutnsy th gplmy fsi i fup3 Ymx irniutasy asix mixytunhfy jFuwgxnts ns
ymj jsi tk ymj Sj| \trfsknrflj fxxj}zfu-2pgjwfyj i3 Fx Pfug 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
kthzxisl ts | trjsix {tysl mimyx -Gjhpxts 6::.3 Gtymymj 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
[hytwnfs 1jsijw gnstu~l mj kfgx yt wjhtshngj mx t] s rtwfy gnstu-L gj finsl
to his personal and symbolic end.

Fhyntsxt | twixt fsi wjfhyrtsxd ymjxj xalsnajux rfup Htzsy Bwfhzf
as the most progressive male within Dracula after inverting the traditional
gnsfunjx tk rtwfpy~ fsi 1jsijw YmtzIm Htzsy Dwfhzfix {frumh
actions, Lucy Westenra escapes the repressive roles of the domestic sphere,
rfynrtsd fsi rtympumttid \aym Htzsy Dwfhzofix jvzfp sl | twixl Risf
Harker gains full acknowledgement of both her intellectual prowess and
zsozxy wjfyrjsy3 YmwtzIm Otsfymfsix wjfhynts tk mfwjil [Fs Mjpaslix
wjfthynts th gjoyygg rjsyl fsi RisTix xmikyj i wjfhyrts tk uny~ Htzsy Twfhzof
x~rgty jx fhtzsyjwfhyn{j ni jtotd~ ymfy in{nijx jsi juix styrtsx tk mr3
Mt ] j{gut ymj Htzsyix kfngzwj yt wlsxhjsi utxjon{jsjxx fsi yt Fimjuj
to a singular ideology causes his demise, the “New Man” silenced for his
ujwxtsfynshfufgnmy~ yt zumtgi sj | uwthwjxa{mr twyt jFuwjxx [nhytunfs
htsxywzhyx tk rfsmttid FymtzIm mx hmfgjslj ytymj [ahytinfs 1jsijw
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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as real life characters are somehow imbedded in facial features, and with
uwtujw dwj Fanshiymox ywzym hfs gj ktzsig -9.3 \mjs Rfwxmfy Fuugpjx ymj r
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 rwtwx mx {ngfstzx hmfwfhyjus Umwjstotd~ wj{jfox BwFhzofix
vile external qualities, thereby revealing his repulsive internal qualities as
1303 Mjw Fxxjuynts nx xzuutwyji g~ Otsfymfst [mt ijxhigjx BwFhzofix 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
zsijuxyfsinsl tk BwFhzefix j{n sfyzwj3

N\mjwjx Rfuxmfog gjonj{jx Nwhzgfix um~xohfy fyywngzyjx rfsnkjxy ket r mx
Jsymyo~ j{n xtzel ymexj xFrj um~xahf fyywngzygx xz 1 jxy ymj hesAnhy ymfy gjx
within it. Even with his “aquiline” jaw and *“protuberant teeth” (Stoker 24),
Lwfhzof sj{jw six f ujwrfsjsy um~xihfyktwrs \mjymjwny xymj = rjsxj
itlg -Xytpjw =>. tsymj xmu twymj +gnl gfya ymfy = Aj | b xywhnlmy tst fx
if it knew where it was bound for” (Stoker 119), Dracula is consistently
rtwums| syt tymjw xujhngx3 Rfwxmfg ix htwwghy ns ymfy Bwfhzofix um~xnhfy
ywfnyx wjAghy mox hmfwfhyjul gzy xmj nx nshewwghy ns ymfy ymexg um~xahfy ywfyx
wjAjhy s ysymja~ j{n hmfwfhyju Mnx um~xhfy fgnmnjx htzea gj {nj i 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
isi jhna{jsjxx ns BwFhzefix fuujfwfshj wjuwgxjsyx ymj nsi jhoa{jsjxx ns mox
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 Jtwi Joym £ wfymjw zsjujhyji um~xohfy jFuwjxats? symjwj | fxns “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
xjynsl xzs -mjfiji \jxy. hfxhfinsl tx tk mx htY's xz1jxy ymfyl fymtzIm
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
asji~2hzw{j i xhfugjy quxt mx kefsp gozj j~jxt max hunxu Tegi mfd T b St
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wonder Basil Hallward worshipped him” (Wilde 17). But once aware of

ymj utyjsynfyut ] jw fsi nsAzjshj tk mx fuujfwfshjl §tunfs ujwdjuyx mnx
JjuIfshj nsyt xj i zhyrts! xFhwnahjx max xtzg ktw max kfhjl fsi ywfsxyntsx kitr
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 xjok x zsnyfu~ fsi fzytstrtzx T bmzrfs htsizhy s 1jsjwfyhfs gj
guided by a moral code in which sympathy and compassion are primary
{fizjxa -7><.3 Qnjgrfsix hmfwfhyjun fynts tk G tzypsjx me] mj ijofjx
deeper than the physical appeal of Dorian and dissects his character. Just as
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JHwyj i mx nsAzjshj t{jwynr g3 Hjsyzmjx mf{j ufxg il pislitrx mf{j
kFogjstyghmstotd~ mfx j{ta{j i3 7~y ymj {nogl ut | jwkzg alzwj tk Bwfhzof mfx
wjrfisji ns max hifxyojl sxtgfyj i kwer hofngn fynts Fsi ymj um~xahfy jXjhyx
of time. David Punter describes this aspect of the novel when he writes,
+1s tsy xjsxjl [fs Mjpasl fsi mx yjfr wjuwjxjsy ymj reajusl | mngj ymj
Htzsy xyFsix ktwymj zswj ryysl uzg tk ymj ufxyg -8:.3 Uzsyjw ni jsyrdjx
the contrast between Dracula and the world he lives in, continuing, “this
Jurijsy tk uwthugxx xyFsixns xyfwp htsywfxy yt ymj alzwj tk Bwfhzof
mrxjoke -8:.3 Ymix nsyjwuwjyfynts xz L jxyx ymfy Bwfhzof xyfsix awr flfisxy
and unmoved by the wave of technological innovation blowing past him.
Zstxghyyi g~ ynrjlymj fshnjsy Bwfhzgf ix fgoj yt imxujuxj max {ngfns~
ymwtzImtzy hjsyzunjx3 Kzwmjwrtwjl Uzsyjulx fwlzrjsy i jpsjfyjx ymfy
society may progress and evolve, but it will soon realize that the past still
gjfuxnsAzjshj ts ymj uwjxjsyl ozxy fx Bwfhzqf £Xjhyx ymj uwtyfltsmyx t
ymj st{jed Ymnx nwwj D zofw wjofyntsxmiu | ym ynrj kjjix BwFhzofix mzgunxd fx
he boasts, “My revenge is just begun! | 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~ofhpfox [mjs N | Fsyytkjjie -Xytpjw 87;.3 BwFhzgf fuwel fsyg~ {nj | x
his enemies as commaodities 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,

I tunfs gj Insx yt wjAjhy ts ymj jruy~L xtofyj i gkj ymfy mj mx gy a3 1 twnfs
nshujFxslg~ htrufugx Mjsw~x ugjfxzwfgyy fsinsizgljsyl ~jy h~sihfy

fsi ufxatsyyxx okjxy~j yt Ghnix t] s kzodgpsl fsi wmlmyjtzxt ~jy yj intzx
fsi rzsifsj pkjxy~qj3 \mngj xzuutwnsl ymj uwjxjshj tk £ htsAthy |nyms

I tinfs! Qjkpt{ny ijxhungjx Btunfsix ijfym? +Knsfyd mF{nsl htrj yt qtfymj
his own beauty, Dorian Gray shatters the mirror, stabs the picture, and dies
mjuwtahfy~g -788.3 Qjkpt{ny fwlzjx ymfyl i jxunyj 1twnfsix {ngfrs~ymrtzImtzy
the entire novel, time plays on his psyche and disillusions him from his
vanity. Dorian manipulated time to cherish his physical appearance, but

mj htrjxyt zsigwxyfsi ymfy ynrj x wjxtozyj ns yx jXjhy ts ymj xtze3 \mngj
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 1jo{gux wzj kzodgrjsyd \ym st wjrfisnsl tuynts! I tunfs 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
wjyfsx £ yjymjw yt ymj rtwfol ozxy plmy tk mz sy Max it 1 fsy nsAzjshj
over time masks his subjugation to it, just as his intact, redeemed soul stands
over his decrepit, deceased bodly.

Ymjxj y |t juthmfy | twpx tk qyjwfu~ dhyrts! 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{joxi rflsjyh vz~ xyj rx e ymjn xmfug i nsyjusty htsAnhyx
concerning their relationships with time and physical attributes. Just as
tuutxnyj utggx Fyywfhyl xthajy~ix a}fnts | ym {myzj gniymx Fs nsxfynfgyj
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

Qfhfsix The Mirror Stage uwjxjsyx ni jfx ymfy gzngi tX tk Kujzilx 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 Iix rjsyfyujwrfsjshjl fy ymj xFrj ynrj oy unjalzwjx nyx fojstynsl
i jxynsfntsg -Qfhfsl 7<5.3 Ymx 1jasjxi ns xarugj yjwrxt ymj nrutwyfshj tk
the mirror stage as well as the process of which the psyche acknowledges it.
The imago, or the | 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
gjylijs ymj nrflt fsi ymj um~xohfg xjok nx xtr jymsl ymfy Qfhfs asix
extremely important to the development of humans and the philosophy of
thought, and which Lacanian theorists base their analyses on.

F yj 3y ymfy xmt | hfxjx ymax inhmtytr~ jXjhy{jo~ 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 gj Insx yt F1j fsi fywtum~ Fx mj basxi Fsi wj rinsx ~tzymkze I{jsyz o
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 Urnwrtn2xjokd -ns ymax hfxjL tk htzwxjl ymocnx wikjwns 1yt ymj ufasyisl.
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nxymj tsjns | mohm ymj wFsnkjxyfyntsx tk ymj kfzoyxi x xjjst [mjwjfx 1tnfs
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
asyt Qfhfsix ymjtw~ fxymj inhmtytr~ th ymj y | tnrfljx xzl L jxyx ymfy 1 twfs
x fixt sty FlasIinsxyjfi mj ox uwjxjw{ji fyymj FIjns Jmohm mj awxy x£ ] ymj
portrait of himself; this is synonymous with the idea in Lacanian theory that
ymj e Flt wj rfasx fy ymj xyFlj ns | mohm ymj igFg~i awxy xj jx ny3

In the