
Alex Ramon

Kingston University

 !"#"$%&'()*#&+& ),+$& !"#-!./& !"#"$%0 

1$&2-$3-!&43-$#"56+#")$7/8&+$3&9-"$% 

&+&:+;-&<!"#"6&)=&<+!);&>?"-;3/./& )!@

AB S T R A C T

 !"#$%##&'$(&)%#$&#$ "(#$#(&*("+,$-."+($/'$%0-%*"%+1%$&#$&2/&3%$1*"("1$.4$
5&*.3$ 6!"%37#8#$9.*):$  !*.;,!.;($ (!%$ *%#%&*1!"+,$ &+7$9*"("+,$ .4$/'$
PhD on Shields, I have noted with curiosity the surprise registered by 
/&+'$-%.-3%$;-.+$7"#1.<%*"+,$(!&($&2/&3%$1*"("1$9.;37$1!..#%$(.$9*"(%$
&=.;($(!%$9.*)$.4$&2 4%/&3%$&;(!.*:$ !"#$*%&1(".+>$1.+?*/%7$='$.(!%*$
/&3%$&1&7%/"1#$9.*)"+,$.+$4%/&3%$&;(!.*#>$*&"#%#$&2+;/=%*$.4$"+(%*%#(-
"+,$@;%#(".+#:$A!&($7.%#$"($/%&+$4.*$&2/&3%$1*"("1$(.$9*"(%$&=.;($(!%$9.*)$
.4$&24%/&3%$&;(!.*B$A!'$"#$(!"#$#("33$1.+#"7%*%7$#;*-*"#"+,>$;+;#;&3>$%<%+$
#(*&+,%B$C#$(!"#$<"%9$#'/-(./&("1$.4$(!%$)"+7$.4$7"#(;*="+,$7%<&3;&(".+$
.4$9./%+8#$?1(".+$D&+7$.4$9./%+8#$%0-%*"%+1%$,%+%*&33'E$(!&($6!"%37#$
!%*#%34$%0-3.*%#$#.$1&+7"73'$"+$!%*$?+&3$+.<%3$Unless$DFGGFEB$C$#;,,%#($
(!&($(!%$&+("H4%/"+"#($=&1)3&#!$D.;(3"+%7$='$I&3;7"$JKLLKME>$&+7$(!%$-*.4-
itable establishment of popular literary genres such as “Chick Lit” and 
NO&7$O"(>P$!&<%$3%7$(.$&2*%(*.,*%##"<%$N!&*7%+"+,P$.4$,%+7%*$*.3%#$9"(!"+$
-.-;3&*$1;3(;*%>$.+%$9!"1!$%+7.*#%#$ &2 #"/-3"#("1$ *%3&(".+#!"-$=%(9%%+$
author and audience, presuming that texts “by” women must necessarily 
=%$N4.*P$9./%+$.+3':$6"(;&(%7$9"(!"+$(!%$1.+(%0($.4$6!"%37#8#$.9+$-*.-
4%##%7$&/="<&3%+1%$&=.;($!%*$#(&(;#$&#$&2N9./%+8#$9*"(%*>P$&+7$7*&9"+,$
on the theories of Emma Wilson, the essay attempts to broaden out into 
&29"7%*$*%Q%1(".+$;-.+$"##;%#$.4$,%+7%*$&+7$"7%+("?1&(".+$9"(!"+$1.+-
(%/-.*&*'$3"(%*&*'$1;3(;*%:$6!"%37#8#$9.*)>$C$&*,;%>$#;=<%*(#$&##;/-(".+#$
about gendered reading patterns, encouraging through its polyphony 
&+7$ "(#$ ;#%$ .4$ 7;&3$ +&**&(.*#$ &2/.="3%$ &+7$Q%0"=3%$ *%&7"+,$ %0-%*"%+1%$
9!"1!$&33.9#$(!%$*%&7%*$(.$ "+!&="($&2*&+,%$.4$-%*#-%1("<%#$&+7$(.$*%&7$
productively across gender binaries.
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 !%$&1($.4$*%&7"+,$/&'$1.+#("(;(%$&2-%*4.*/&+1%$J.*$#%*"%#$.4$-%*4.*-
mances] where the reader assumes the position with which she [sic] 

1!..#%#$(.$"7%+("4':2:2:2:2C4$9%$*%&7$4*./$/;3("-3%$#;=R%1(H-.#"(".+#$(!%$
<%*'$&1($.4$*%&7"+,$=%1./%#$&24.*1%$4.*$7"#3.1&("+,$.;*$=%3"%4$"+$#(&=3%$

#;=R%1(#$&+7$%##%+("&3$/%&+"+,#: (Fuss,  !!"#$%&''()*+"&,%#-$STE

Readers do not only work on texts, but texts work on readers, and 
(!"#$"+<.3<%#$&21./-3%0$7.;=3%$7"&3%1("1$.4$(9.$=.7"%#$"+#1*"=%7$"+$
language. (Wright, Psychoanalytic Criticism: Theory in Practice$KUE

C+$6%-(%/=%*$FGGU$C$&((%+7%7$(!%$="&++;&3$1.+4%*%+1%$.+$C*"#$V;*7.1!8#$
9.*)$9!"1!$9&#$!%37$&($W"+,#(.+$X+"<%*#"('$"+$O.+7.+:$Y+$(!%$?+&3$7&'$
.4$(!%$1.+4%*%+1%>$7;*"+,$.+%$.4$(!%$1.44%%$=*%&)#>$C$9&#$(&3)"+,$(.$&2/&3%$
1.33%&,;%$9!.$!&7$*%1%+(3'$1./-3%(%7$&2Z![$.+$V;*7.1!8#$?1(".+$&+7$
philosophy. We were approached by one of the other conference delegates, 
9!.$ "+(*.7;1%7$;#$ (.$!%*$ #"#(%*>$ &2V;*7.1!$&7/"*%*$9!.$9&#$&((%+7"+,$
(!%$ ?+&3$ 7&'$ .4$ (!%$ 1.+4%*%+1%:$ \%4.*%$ =%"+,$ "+(*.7;1%7>$ !.9%<%*>$ .;*$
1.33%&,;%8#$#"#(%*$,*%%(%7$;#$9"(!$(!%$ 4.33.9"+,$*%/&*)]$NC27"7+8($%0-%1($
that there would be any men at this conference!” When we asked why, she 
-."+(%7$.;($(!&($V;*7.1!$9&#$.4$1.;*#%$&24%/&3%$9*"(%*$9!.#%$9.*)>$4.*$
that reason, must surely be of limited interest or appeal to men.

 !%$ #;,,%#(".+$ (!&($ (!%$ 9.*)$ .4$ &2 9.*37H*%+.9+%7$ 4%/&3%$ +.<%3-
ist and philosopher would hold little interest for male critics may seem 
&2-&*("1;3&*3'$%0(*%/%$%0&/-3%$.4$,%+7%*$="&#%#$9"(!"+$(!%$#-!%*%$.4$3"(-
erary culture. But it is not, I would argue, an entirely unrepresentative 
view. Indeed, ruminating on this incident afterwards, I became aware of 
the ways in which it resonated with various other comments made to me 
during my own PhD work on Carol Shields, and the surprise registered 
='$#./%$-%.-3%$(!&($&2/&3%$*%#%&*1!%*$9.;37$1!..#%$(.$#(;7'$(!%$9.*)$.4$
&24%/&3%$&;(!.*:

N^.9$;+;#;&3$4.*$&2/&+$(.$9*"(%$&=.;($5&*.3$6!"%37#_P$NA!'$9.;37$
'.;$1!..#%$6!"%37#BP$ &̀*"&(".+#$.+$(!%#%$)"+7#$.4$#(&(%/%+(#$4.*/%7$&2*%-
frain throughout my years of PhD study. My initial response to such com-
/%+(#$(%+7%7$(.$=%$&2*&(!%*$7%4%+#"<%$.+%]$C$9.;37$*%4%*$(.$6!"%37#8#$;#%$.4$
male protagonists and narrators, her avowed frustration with her categori-
a&(".+$&#$&2N9./%+8#$9*"(%*>P$&+7$(!%$"+#",!(#$(!&($C$4%3($!%*$9.*)$.44%*%7$
into human experience, beyond gender. Nonetheless, it did sometimes 
&--%&*$(!&($C$9&#$=%"+,$-;($"+(.$(!%$-.#"(".+$.4$!&<"+,$(.$7%4%+7$.*$R;#-
("4'$/'$1!."1%$.4$6!"%37#$&#$&2#;=R%1($4.*$Z![$#(;7'>$&+7$(!&($(!"#$*%3&(%7$
#-%1"?1&33'$(.$(!%$"##;%$.4$,%+7%*$7"44%*%+1%:$ !%$"7%&$.4$&2/&3%$*%#%&*1!%*$
9*"("+,$&=.;($(!%$9.*)$.4$&24%/&3%$&;(!.*$13%&*3'$&--%&*%7$(.$#./%$-%.-3%$
to be unusual, note-worthy, even strange. This essay, then, attempts to 
-3&1%$/'$%0-%*"%+1%$&#$&2/&3%$1*"("1$.4$6!"%37#$9"(!"+$(!%$1.+(%0($.4$&29"7%*$
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*%Q%1(".+$;-.+$"##;%#$.4$,%+7%*$&+7$"7%+("?1&(".+$"+$1.+(%/-.*&*'$3"(%*-
&*'$1;3(;*%>$&+7$&27"#1;##".+$.4$,%+7%*%7$*%&7"+,$-&((%*+#$&#$(!%'$&*%$D7%HE$
1.+#(*;1(%7$9"(!"+$6!"%37#8#$9.*)$"(#%34:

b##%+("&3"#($7%?+"(".+#$.4$/&#1;3"+"('$&+7$4%/"+"+"('>$7%?+"(".+#$*%-
,&*7"+,$/&3%$&+7$4%/&3%$N#;=R%1(H/&((%*P$&+7$(!%$)"+7$.4$9.*)$(!&($/%+$
and women “naturally” respond to, have begun to reassert themselves 
strongly in contemporary discourse. Limited perceptions of how and what 
/%+$&+7$9./%+$*%&7$#%%/$#'/-(./&("1$.4$&29"7%*$1;3(;*&3$(;*+$"+$9!"1!>$
for example, texts by female authors have been increasingly categorized as 
texts for female readers only.

c$+;/=%*$.4$*%&#.+#$/",!($=%$"7%+("?%7$4.*$(!%#%$(*%+7#:$C+$-&*("1;-
3&*>$C$9.;37$&*,;%$(!&($(!%$*"#%$.4$-*.?(&=3%$-.-;3&*$3"(%*&*'$,%+*%#$#;1!$&#$
NO&7$O"(P$&+7$N5!"1)$O"(P$!&#$1.+(*"=;(%7$(.$1*%&("+,$&2,%+7%*$#%,*%,&(".+$
within literary culture, dividing men and women into two distinct con-
sumer groups and reviving mainstream media debates about issues such 
as the inability of female authors to construct convincing male characters, 
&+7$/&3%$&;(!.*#8$&33%,%7$"+1&-&1"('$(.$9*"(%$D&+7$3&1)$.4$7%#"*%$(.$*%&7E$
*./&+("1$?1(".+:K

Further, the perceived schism between male and female readers and 
9*"(%*#$1&+$&3#.$=%$<"%9%7$&#$&2/&+"4%#(&(".+$.4$(!%$&+("H4%/"+"#($=&1)3&#!>$
the implications of which were outlined so perceptively by Susan Faludi 
"+$ (!%$ %&*3'$ KLLG#:$c#$I&3;7"$ %0-3&"+#>$ .+%$ .4$ (!%$ 1!&*&1(%*"#("1#$ .4$ (!%$
backlash has been its denigration and patronization of “feminized” men 
DTUdeGEf$(!%$/&3%$*%&7%*$.4$4%/&3%H&;(!.*%7$(%0(#$/",!($%&#"3'$?+7$!"/#%34$
-3&1%7$9"(!"+$(!"#$1&(%,.*':$ !%$7"#&<.9&3$.4$(%0(#$(!&($/",!($=%$13&##"?%7>$
in colloquial British parlance, as “girly” may help to explain the continued 
(%+7%+1'$.4$/&3%$#(;7%+(#$(.$&<."7$A./%+8#$A*"("+,$1.;*#%#>$9!"3%$/&3%$
#1%-("1"#/$&=.;($9./%+8#$1;3(;*&3$-*.7;1(".+$!&#$&3#.$=%%+$7.1;/%+(%7$
"+$.(!%*$&*%+&#:$c$#;*<%'$.4$/;#"1$1.+#;/-(".+$;+7%*(&)%+$='$A./%+8#$
6(;7"%#$*%#%&*1!%*$ "̀1(.*"&$g;(!%*4.*7>$4.*$%0&/-3%>$7"#1.<%*%7$(!&($.+3'$
one male out of twenty-three named any women artists among his top-ten 
4&<.;*"(%$/;#"1"&+#$DY8\*"%+$hThE:F

C($"#$/'$1.+(%+(".+>$(!%+>$(!&($&21.+Q;%+1%$.4$4&1(.*#$!&#$9.*)%7$(.$
discourage male readers from responding to female-authored or female-
4.1;#%7$(%0(#$&+7$(!&($(!"#$"#$-&*($.4$&2*%(*.,*%##"<%$!&*7%+"+,$.4$,%+7%*$

K$  !%$ 1.+(%/-.*&*'$ *%H13&##"?1&(".+$ .4$ KLth century novels by Austen and the 
Bronti#$&#$N5!"1)$O"(P$"#$%0-3.*%7$"+$I%**"#$&+7$j.;+,$hkdkG:$g&'$5.++.33'$&+7$O"a$^;+($
7%=&(%$(!%$D"+E&="3"('$.4$/%+$(.$9*"(%$*./&+("1$?1(".+$"+$N5&+$V%+$A*"(%$g./&+1%BP$The 
Telegraph DKh$6%-(%/=%*$FGGeE$!((-]ll999:(%3%,*&-!:1.:;)l1;3(;*%l=..)#lSeTTFkel5&+H
men-write-romantic-novels.html

F A complimentary study of the amount of male critics writing on female authors 
would be valuable, but is unfortunately beyond the scope of the present analysis.
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roles in popular culture. For the male reader or consumer, to confess to 
appreciating work by or “targeted at” women is to risk to be seen to be 
N7."+,$'.;*$,%+7%*$9*.+,>P$"+$m;7"(!$\;(3%*8#$%01%33%+($-!*&#%$DFTTE:$C+$
\;(3%*8#$(%*/#>$(!%$#;11%##4;3$-%*4.*/&+1%$.4$/&#1;3"+"('$9"(!"+$1.+(%/-
-.*&*'$1;3(;*%$9.;37$#%%/$(.$"+<.3<%$(!%$*%R%1(".+$.*$7%+",*&(".+$.4$9./-
%+8#$ 1;3(;*&3$ -*.7;1(".+>$ -*%1"#%3'$ (!%$ )"+7$ .4$ 7%<&3;&(".+$ .4$ 9./%+8#$
9.*)$(!&($6!"%37#$!%*#%34$%0-3.*%#$"+$!%*$?+&3$+.<%3$Unless DFGGFE$9"(!$"(#$
indictment of female exclusion from the cultural sphere and its critique of 
&="7"+,$/&#1;3"+"#($="&#%#$ "+$1&+.+#$.4$#",+"?1&+($9*"(%*#$&+7$(!"+)%*#:S 
The implications of this are disturbing, for, as Gloria Steinem reminds us, 
N(!%$4&3#%$7"<"#".+$.4$!;/&+$+&(;*%$"+(.$n4%/"+"+%8$&+7$n/&#1;3"+%8$"#$(!%$
*..($.4$&33$.(!%*$7"<"#".+#$"+(.$#;=R%1($&+7$.=R%1(>$&1("<%$&+7$-&##"<%o(!%$
=%,"++"+,$.4$!"%*&*1!'P$DFkGE:

C+$ !%*$ %##&'$ N !%$A.*(!$ .4$A./%+8#$A.*)>P$ 4%&(;*%7$ "+$ (!%$ ?*#($
Dropped Threads <.3;/%$DFGGKE>$p"+&$O%%$5.39"33$.44%*#$&21./-3"/%+(&*'$
perspective on these issues. “To study women and work,” Colwill argues, 
N"#$ (.$1.+4*.+($&2=%3"%4$ #!&*%7$='$%<%*'$1;3(;*%$ "+$%<%*'$1.;+(*'$.+$(!%$
planet: the assumption that men, the things men do, and all things mas-
culine are more valuable than women, the things women do and all things 
4%/"+"+%P$DShGE:$5.39"338#$1.//%+(#$&*,;&=3'$<%%*$"+(.$%##%+("&3"#/$!%*%>$
&+7>$ 4.33.9"+,$ 6(%"+%/>$9%$/&'$ ?+7$ !%*$ 1&(%,.*"%#$ .4$/&#1;3"+"('$ &+7$
femininity somewhat strict. But her essay is particularly insightful in its 
analysis of how these cultural biases continue to manifest themselves:

I.*$9./%+$(.$7.2:2:2:2/%+8#$9.*)$"#$4.*$9./%+$(.$=%((%*$(!%/#%3<%#o
&2?+%$&11./-3"#!/%+($"+$&+$&1!"%<"+,$#.1"%(':$\;($-*&"#%$"#$+.($&#$3.;7$
4.*$(!%$/%+$9!.$=%1./%$+;*#%#$.*$(&)%$.+$(!%$4&/"3'8#$!.;#%9.*)$&+7$
1!"371&*%:$ .$%/;3&(%$.+%8#$#;-%*".*#2:2:2:2"#$(.$"+1*%&#%$.+%8#$#(&(;#:$ .$
%/;3&(%$.+%8#$"+4%*".*#$#/&1)#$.4$-%*<%*#".+:$DShKE

5.39"338#$&*,;/%+($/&'$=%$&--3"%7$(.$(!%$#-!%*%$.4$3"(%*&*'$1*"("1"#/:$
A*"("+,$&=.;($9./%+8#$9*"("+,$#%%/#$(.$*%@;"*%$R;#("?1&(".+$4.*$(!%$/&3%$
critic, but for the female critic writing about male authors it appears that 
fewer questions are asked.h A highly problematic attitude to the relative 
“worth” of male and female literary production seems evident here. To par-
aphrase Colwill, for female critics to write about work by men is to raise 
(!%"*$#(&(;#f$4.*$/&3%$1*"("1#$(.$9*"(%$&=.;($9./%+8#$9.*)$"#$(.$3.9%*$(!%"*#:

S$ 6%%>$4.*$%0&/-3%>$A%+7'$g.'8#$%##&'$NUnless the World Changes: Carol Shields on 
A./%+8#$6"3%+1"+,$"+$5.+(%/-.*&*'$5;3(;*%>P$.&/0')*1%"'2!3)41")5/$!)06)&78/%$%#-)9%6", ed. 
p%"3$W:$\%#+%*$DA"++"-%,]$Z*&"*"%$I"*%>$FGGSE$KFTdSK:

h Female critics of my acquaintance working on Richardson, Ballard and Hare report 
(!&($(!%'$&*%$*&*%3'>$"4$%<%*>$&#)%7$9!'$(!%'$!&<%$1!.#%+$(.$9*"(%$&=.;($&2/&3%$&;(!.*:
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C+$6!"%37#8#$1&#%>$!%*$1&(%,.*"a&(".+$&#$&2N9./&+8#$9*"(%*P$9&#$#./%-
(!"+,$(!&($#!%$(%+7%7$(.$<"%9$&/="<&3%+(3':$NC$7.+8($(!"+)$.4$J(!%M$*%&7%*$
&#$=%"+,$&2-&*("1;3&*$#%0>P$#!%$(.37$V&*R.*"%$c+7%*#.+$"+$KLLT>$+.("+,$(!&($
her decision to write her second novel Happenstance$DKLUGE 4*./$&2/&3%$
-%*#-%1("<%$9&#>$"+$-&*(>$&29&'$.4$1!&33%+,"+,$(!%$*%7;1("<%$13&##"?1&(".+$
.4$ !%*$ ?*#($ (9.$ +.<%3#$ Small Ceremonies DKLkeE$ &+7$The Box Garden 
DKLkkE$ &#$ N9./%+8#$ ?1(".+P$ D6!"%37#$ @(7:$ "+$c+7%*#.+$ KhKE:$c#$ 3&(%$ &#$
FGGF>$!.9%<%*>$(!%$5&+&7"&+$1*"("1$6(%-!%+$^%+",!&+$.44%*#$(!%$4.33.9"+,$
7%?+"(".+$.4$(!%$('-"1&3$6!"%37#$*%&7%*]$N&$1.+#%*<&("<%$;--%*H/"773%H13&##$
9./&+P$DKUSE:$Y<%*3..)"+,$(!%$,%+7%*$&+7$13&##$-*%R;7"1%#$;+7%*-"++"+,$
this assessment,T$^%+",!&+8#$,%+%*&3"a%7$#(&(%/%+($#(&+7#$&#$&24;*(!%*$%+-
7.*#%/%+($.4$ &2 #"/-3"#("1$ *%3&(".+#!"-$=%(9%%+$&;(!.*$ &+7$&;7"%+1%>$ &*-
("1;3&("+,$&2-*%#;/-(".+$(!&($(%0(#$N='P$9./%+$/;#($+%1%##&*"3'$=%$N4.*P$
women alone.

C+$#;1!$&21;3(;*&3$13"/&(%>$?1(".+$&+7$(!%.*'$9!"1!$%+1.;*&,%#$*%&7-
ers to negotiate between male and female perspectives, thereby challenging 
(!%$+.(".+$.4$?0%7$,%+7%*$-.#"(".+#$&+7$(!%"*$&((%+7&+($!"%*&*1!"%#>$*%(&"+#$
&2-&*("1;3&*3'$#;=<%*#"<%$-.(%+("&3>$&+7$(!%$3&((%*$#%1(".+#$.4$(!"#$%##&'$9"33$
%0-3.*%$(!%$9&'#$"+$9!"1!$6!"%37#8#$?1(".+$/&'$=%$#%%+$(.$&11./-3"#!$(!"#:$
c#$W.=%+&$V%*1%*$!&#$ &*,;%7>$ (!%$ N/&+(*&$.4$ n*&1%>$ 13&##>$ ,%+7%*8P$/&'$
lead to reductive literalist assumptions about consumption and identity, for 
example, the notion that black readers can only “identify” with black char-
&1(%*#>$/&3%$*%&7%*#$9"(!$/&3%$1!&*&1(%*#>$&+7$#.$.+$DKLSE:$V%*1%*$#;,,%#(#>$
"+$1.+(*&#(>$ (!&($N(!%$1./-3%0"('$.4$9!&($&1(;&33'$!&--%+#$ n=%(9%%+8$ (!%$
1.+("+,%+($#-&1%#$J.4$#;1!$1&(%,.*"%#M2:2:2:2"#$#./%(!"+,$.+3'$+.9$1./"+,$
"+(.$<"%9$ (!%.*%("1&33'P$ DKLSE:$ C$9.;37$ 1.+1;*$ (!&($ &#$-.-;3&*$7"#1.;*#%$
on identity categories grows increasingly divisive, we require both literary 
&+7$ (!%.*%("1&3$ (%0(#$ (!&($-*.<"7%$ &2 1.;+(%*H+&**&("<%>$ &33.9"+,$/&3%$ &+7$
female readers more room for movement between gender and other iden-
("('$-.#"(".+#:$ .$(!"#$%+7>$&2+;/=%*$.4$3"(%*&*'$1*"("1#$!&<%$%+,&,%7$9"(!$
"##;%#$.4$*%&7%*#!"-$&+7$"7%+("?1&(".+>$*%1.,+"a"+,$(!%$@;%#(".+$.4$9!.$9%$
"7%+("4'$9"(!$9!%+$*%&7"+,$&#$&21./-3%0$.+%$(!&($.4(%+$(*&+#,*%##%#>$*&(!%*$
(!&+$/%*%3'$*%&4?*/#>$-*%#1*"=%7$#.1"&3$*.3%#:$C+$Sexuality and the Reading 
Encounter DKLLeE> b//&$A"3#.+$ 7%<%3.-#$ &2 (!%.*%("1&3$ -&*&7",/$ (.$ %0-
&/"+%$#;1!$1.+1%-(#>$&*,;"+,$4.*$(!%$-.(%+("&3$4.*$1!&+,%$"+$(!%$*%&7%*8#$
identity through the act of reading. Ranging across texts by Duras, Proust, 
Tournier and Cixous, Wilson explores what she terms “the formative power 

T A dismissive attitude to female writers and female readers is evident throughout 
^%+",!&+8#$81"#)80/2!):"#()$1")80/'23)41");"!1&+%#-)06).&#&2%&#)8/%$%#-, in particular 
"+$!"#$7"#1;##".+#$.4$9.*)$='$6!"%37#$DKUKdUTE>$m&+%$X*@;!&*($DKUTdUkE$&+7$\&*=&*&$q.97'$
DKLUdFGGE>$&#$C$!&<%$&*,;%7$%3#%9!%*%$Dg&/.+$hdLf$KLE:
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.4$(!%$*%&7"+,$%+1.;+(%*>P$(!%$9&'#$"+$9!"1!$&23"(%*&*'$(%0($N/&'$.44%*$(!%$
*%&7%*$+%9$"/&,%#$.4$!"/$.*$!%*#%342 :2 :2 :29"(!$9!"1!$(.$ "7%+("4'$&+7$+%9$
#1%+&*".#$4.*$(!%$-%*4.*/&+1%$.4$&+$"7%+("('$1&(%,.*'P$Def$%/-!&#"#$&77%7E:$
 !%$*%&7%*8#$#%34>$A"3#.+$&*,;%#>$/&'$=%$1.+("+;&33'$*%<"%9%7$&+7$*%<"#%7$
9!%+$%+,&,%7$"+$(!%$*%&7"+,$.4$&23"(%*&*'$(%0(]

[T]he reading encounter may then be said to be formative: the reader 
not only recognizes in the text what she or he knows to be true of him or 
!%*#%342:2:2:2#!%$.*$!%$/&'$&3#.$=%$&=3%$(.$-%*1%"<%$&#-%1(#$.4$(!%$#%34$9!"1!$
were previously occluded and unknown. It is the encounter with and the 
3"=%*&(".+$.4$(!%#%$&#-%1(#$.4$(!%$#%34$9!"1!2:2:2:29.*)$(.$(*&+#4.*/$(!%$
reader, allowing him or her to be effectively changed by the work of the 
(%0(#:$DSGE

A"3#.+8#$ 9.*)$ !%*%$ 1./-3%0"?%#$ 1.+<%+(".+&3$ 1.+1%-(".+#$ .4$ (!%$
reader-text relationship, challenging the notion that readers automatically 
"7%+("4'$9"(!$1!&*&1(%*#$9!.$&*%$#;-%*?1"&33'$N3")%P$(!%/$&+7$-3&1"+,$(!%$
%/-!&#"#$ "+#(%&7$ ;-.+$ Q;"7"('$ &+7$ D%0HE1!&+,%:$ C##;%#$ .4$ 1*.##H,%+7%*$
&+7$(*&+#H#%0$"7%+("?1&(".+$&*%$&21%+(*&3$1.+1%*+$.4$!%*$#(;7'$9!"1!$-3&1%#$
considerable emphasis upon the potential of the reading encounter to chal-
lenge “the foundational illusions of identity and the illusory polarities of 
/&3%$&+7$4%/&3%>$/&#1;3"+%$&+7$4%/"+"+%>$#(*&",!($&+7$,&'P$DKLTE:

A"3#.+8#$ <"%9$.4$ (!%$ 1&-&1"('$ .4$ ?1(".+$ (.$ 1!&33%+,%$ &+7$ 1!&+,%$ (!%$
*%&7%*8#$#%+#%$.4$#%34$!&#$=%%+$&*("1;3&(%7$"+$7"44%*%+($'%($"+(%**%3&(%7$4.*-
/;3&(".+#$ ='$ &2 +;/=%*$ .4$ 1.+(%/-.*&*'$ +.<%3"#(#>$ "+13;7"+,$ 6!"%37#:$ NC4$
9*"("+,2:2:2:2&+7$*%&7"+,$J+.<%3#M$!&<%$&+'$*%7%%/"+,$#.1"&3$<&3;%>P$V&*,&*%($
c(9..7$#;,,%#(#>$N"(8#$-*.=&=3'$(!&($(!%'$4.*1%$'.;$(.$"/&,"+%$9!&($"(8#$3")%$
(.$=%$#./%.+%$%3#%P$DhSGE:$NA!%+$C$!&<%$*%&7$&23.+,$+.<%3>P$m&+%$6/"3%'$
1.+1;*#>$N9!%+$C$!&<%$%+(%*%7$#'#(%/&("1&33'$ "+(.$&2#%+#"="3"('$(!&($ "#$+.($
/"+%2:2:2:2(!%*%$"#$&2-.##"="3"('$(!&($&($(!%$%+72:2:2:2C$9"33$=%$&27%,*%%$/.*%$&=3%$
(.$#%%$(!%$9.*37$&#$&+.(!%*$#%%#$"(P$DKkTE:$c(9..78#$&+7$6/"3%'8#$<"%9$.4$(!%$
(*&+#4.*/&("<%$-.(%+("&3$.4$?1(".+$9&#$#!&*%7$='$6!"%37#$4.*$9!./$"##;%#$.4$
1*.##H,%+7%*$*%&7%*#!"-$&+7$"7%+("?1&(".+$*%/&"+%7$1%+(*&3:

NA!'$ J7.M$ -%.-3%$ *%&7$ ?1(".+$ &($ &33BP$ 6!"%37#$9.+7%*%7$ "+$ &2 FGGK$
interview, going on to provide her own answer. “Because our own lives 
&*%+8($=",$%+.;,!>$9"7%$%+.;,!>$<&*"%7$%+.;,!$4.*$;#:$ !*.;,!$?1(".+$9%$
%0-&+7$.;*$%0"#(%+1%>$9!"1!$"#$&39&'#$,."+,$(.$=%$1.+?+"+,P$D6!"%37#$@(7:$
"+$q&*+%*$FGGKE:$Y<%*$(%+$'%&*#$%&*3"%*>$6!"%37#$!&7$&*("1;3&(%7$&2#"/"3&*$
viewpoint, this time from the perspective of the writer:

Y+%$ .4$ (!%$ *%9&*7#>$ 1./-%+#&(".+#$ -%*!&-#>$ .4$ =%"+,$ &29*"(%*$ "#$ (!%$
4*%%7./$(.$3%&<%$.+%8#$.9+$#)"+$&+7$#%%$9"(!$&+.(!%*8#$%'%#:$Y37$%'%#>$



176

Alex Ramon

'.;+,$%'%#>$/&3%$%'%#2 :2 :2 :26;*%3'$(!%*%$ "#$&39&'#$#./%$*%4*%#!/%+($ "+$
(&)"+,$&27"44%*%+($-%*#-%1("<%:$ !%$9.*37$"#$/&7%$+%9:$D6!"%37#$@(7:$"+$
[%$g..$hSE

“By becoming something other than ourselves,” Shields suggests, 
“[we may achieve] an angle of vision that renews our image of the world” 
DN "1)"+,$53.1)P$UUE:

Like Wilson, Shields does not necessarily present such “dissident iden-
("?1&(".+#P$DA"3#.+$KLTE$&#$;+-*.=3%/&("1>$.*$&#$%&#"3'$&1!"%<%7:$C+7%%7>$
her essay “The Same Ticking Clock” rigorously examines the challenges 
inherent for both writer and reader in moving beyond “the tight little out-
3"+%#$.4$.;*$.4?1"&3$*r#;/r#P$DUUE:$p.+%(!%3%##>$6!"%37#8#$*%/&*)#$#!&*%$
9"(!$A"3#.+8#$9.*)$&2#%+#%$.4$(!%$#;=<%*#"<%$-.(%+("&3$.4$*%&7"+,$&,&"+#($
gender (and other) binaries. As Diana Fuss has argued: “[t]he act of read-
"+,$/&'$1.+#("(;(%$&2-%*4.*/&+1%$J.*$#%*"%#$.4$-%*4.*/&+1%#M$9!%*%$(!%$
reader assumes the position with which she [sicM$1!..#%#$(.$"7%+("4'2:2:2:2C4$
9%$*%&7$4*./$/;3("-3%$#;=R%1(H-.#"(".+#$(!%$<%*'$&1($.4$*%&7"+,$=%1./%#$
&24.*1%$4.*$7"#3.1&("+,$.;*$=%3"%4$"+$#(&=3%$#;=R%1(#$&+7$%##%+("&3$/%&+"+,#P$
DSTE:$I.*$I;##>$&#$4.*$A"3#.+>$(!%$*%1.,+"(".+$.4$"7%+("('$1&(%,.*"%#$&#$?1-
tional serves to “undo hegemonic relations between male and female, ho-
/.#%0;&3$&+7$!%(%*.#%0;&3PDSTE>$(!%*%='$7"#*;-("+,$(.(&3"a"+,$4&+(&#"%#$.4$
#(&=3%$#;=R%1($4.*/&(".+$&+7$?0%7$"7%+("(':

5%*(&"+3'$/'$.9+$%0-%*"%+1%$.4$*%&7"+,$&+7$9*"("+,$&=.;($6!"%37#8#$
9.*)$*%/&"+#$.+%$.4$-3%&#;*&=3%$&+7$1!&33%+,"+,$%+,&,%/%+($9"(!$&2/;3-
tiplicity of voices and perspectives: male and female, young, middle-aged 
&+7$ %37%*3'>$ ?*#(H$ &+7$ (!"*7H$ -%*#.+:$ !%$ 1&-&1"('$ .4$?1(".+$ (.$ N%0-&+7$
our existence,” its potential to enable both reader and writer to “become 
#./%(!"+,$.(!%*$(!&+$J(!%/#%3<%#M>P$"#$+.($.+3'$&21%+(*&3$1.+1%*+$.4$!%*$
"+(%*<"%9#$ &+7$!%*$ 3"(%*&*'$ 1*"("1"#/f$ "($ "#$ &3#.$ %+&1(%7$9"(!"+$!%*$9.*):$
C++.<&("<%$ "+$ (!%"*$ ;#%$ .4$ -%*#-%1("<%>$ 6!"%37#8#$ #!.*($ #(.*"%#$ "+13;7"+,$
N &̀*".;#$V"*&13%#>P$N^./%>P$N[*%##"+,$X-$4.*$(!%$5&*+"<&3>P$NW%'#P$&+7$
N6.;-$7;$m.;*P$#%%/$1.+#(*;1(%7$#-%1"?1&33'$(.$&33.9$(!%$*%&7%*$(.$&7.-($
&#$/&+'$"7%+("?1&(".+#$&#$-.##"=3%>$/.<"+,$(!*.;,!$&+$&**&'$.4$#;=R%1($-.-
#"(".+#$&+7$4.1&3"a&(".+#$9"(!"+$&23"/"(%7$(%0(;&3$#-&1%:e The choric quali-
("%#$.4$(!%$6!"%37#"&+$#!.*($#(.*'$&1("<%3'$%+1.;*&,%$Q;"7$*%&7%*$"7%+("?-
1&(".+#>$&#$(!%'$%+1./-&##$(!%$%0-%*"%+1%#$.4$&27"<%*#"('$.4$-*.(&,.+"#(#$
and make the mutability of personal identity one of their abiding thematic 
/.("4#:$C+$O.*+&$C*<"+%8#$(%*/#]

e$ 6"/.+%$ &̀;(!"%*$ !&#$ #%+#"("<%3'$ %0-3.*%7$ (!%$ "/-3"1&(".+#$ .4$ -."+(H.4H<"%9$ "+$
6!"%37#$"+$(9.$%##&'#]$NY+$5&*.3$6!"%37#8#$nV*#:$ ;*+%*$5;(("+,$(!%$q*&##8:P$Commonwealth 
Essays and Studies$ KK:F$ DKLULE]$eSdkhf$ &+7$Nn !%'$6&'$V"*&13%#$c*%$Z&#(8$=;($ !%'$c*%$
Wrong.” Prairie Fire$Ke:K$DKLLTE]$UhdKGh:
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6!"%37#$7.%#$+.($9&+($!%*$*%&7%*#$(.$#%((3%$"+(.$&2*%3&0"+,$?1(".+&3$%+-
vironment, but prefers to unsettle them, persistently using perspectives 
&+7$<."1%#$(!&($&=*;-(3'$R;/-$=&1)$&+7$4.*(!$=%(9%%+$"+(%*+&3$&+7$%0(%*-
+&3$#-&1%#$&+7$=%(9%%+$-&#(>$-*%#%+($&+7$%<%+$4;(;*%$(%+#%#:2:2:2:2g%&7%*#$
.4$6!"%37#8#$?1(".+$+%%7$1.+#"7%*&=3%$Q%0"="3"('f$ (!%"*$-.#"(".+$ &#$+&*-
*&(%%#$"#$*%-%&(%73'$(!*.9+$"+(.$@;%#(".+:$DKhhE

A"(!"+$&24*&,/%+(&*'$'%($Q;"7$1.33&,%$#(*;1(;*%>$6!"%37#8#$#(.*"%#$.4-
ten construct moments of brief epiphany in which characters “see [them-
#%3<%#M$4*%#!3'>P$&1!"%<"+,$&2(*&+#1%+7%+1%$.4$(!%"*$7&"3'$*.;("+%$(!*.;,!$
performance and “disguise” (Collected Stories$SLU>$hGLE:$ .="&#$^"33>$ "+-
7%%7>$ "+(%*-*%(#$N[*%##"+,$X-$4.*$(!%$5&*+"<&3P$&#$&2#(.*'$N&=.;($7*&,P$
D^"33$FGGGE>$+.("+,$"+$-&*("1;3&*$(!%$(%0(8#$?+&3$*%4%*%+1%$(.$Ns>$&+$&+.+-
ymous middle-aged citizen who, sometimes, in the privacy of his own 
=%7*../>$ "+$ (!%$%/=*&1%$.4$!&--"+%##>$9&3(a%#$ &=.;($ "+$!"#$9"4%8#$ 3&1%H
trimmed night gown” (Collected Stories hGSE:$c#$(!%$-*.(&,.+"#(#$.4$(!%$
#(.*'$#;*<"<%$(!%$7&'$='$N-;(("+,$.+$1.#(;/%#P$DSLkE$(!&($&3%*($(!%/$(.$
+%9$-.##"="3"("%#$.4$"7%+("('$&+7$%0-%*"%+1%$#.$6!"%37#8#$?1(".+$"+<"(%#$"(#$
*%&7%*#$(.$1*.##H7*%##>$(.$7.+$&+7$7"#1&*7$(!%$&(("*%$.4$&29"7%$<&*"%('$.4$
characters, and perhaps emerge changed by these brief encounters. Thus 
Coral Ann Howells reads “Dressing Up for the Carnival” in the context of 
6!"%37#8#$1.//%+(#$&=.;($(!%$<&3;%$.4$(!%$#;=R;+1("<%$/..7]$(!&($N9.*37$
of dreams, possibilities and parallel realities” to which Shields believes it is 
-&*($.4$?1(".+8#$4;+1(".+$(.$&3%*($;#$D6!"%37#$@(7:$"+$^.9%33#$KhTE:

C+$ (%*/#$ .4$ ,%+7%*$ &+7$ 6!"%37#8#$ 9"7%*$ 3"(%*&*'$ .;(-;(>$ (!%$ 7;&3$
structure of the Happenstance +.<%3#$DKLUG$&+7$KLUSE>$.4$Swann$DKLUkE>$
57."'%<&$")*"&!0#)DKLLKE$&+7$41");"+=<'%>)06)90?")DKLLFE>$%0%/-3"?%#$(!%$
&;(!.*8#$1.//"(/%+($(.$,"<"+,$/&3%$&+7$4%/&3%$-%*#-%1("<%#$%@;&3$#",+"?-
cance within her work. The splitting of these texts between the narratives 
of Brenda and Jack, Sarah and Jimroy, Rose and Cruzzi, Jock and Chas, 
and Tom and Fay, serves as an invitation to the reader to read productively 
across and against gender binaries, allowing him or her to respond to male 
and female characters on entirely equivalent terms. While fully alert to the 
historical differences in male and female relationships to issues of culture 
&+7$-.9%*>$6!"%37#8#$?1(".+$"+(%**.,&(%#$&+$%##%+("&3"#($&--*.&1!$(.$,%+-
der difference. Challenging patriarchal myths of male heroism and agency 
versus female passivity, the lives of her male characters are shown by such 
narrative structures to be equally contingent, equally prone to the vagar-
ies of accident, chance and “ordinary good and bad luck” (9&//(@!)A&/$( 
FhLE>$&#$(!.#%$.4$!%*$4%/&3%$1!&*&1(%*#:$c#$#;1!>$(!%$N-3&'2:2:2:29"(!$7"#(&+1%$
and closeness, with report and question, with writerly versus readerly 
1.+#(*;1(".+P$DKheE$(!&($C*<"+%$"7%+("?%#$&#$1%+(*&3$(.$6!"%37#8#$+&**&("<%$
/%(!.7#$ "#$ *%<%&3%7$ (.$=%$ "+("/&(%3'$ 1.++%1(%7$ (.$!%*$ (%0(8#$ #;=<%*#"<%$
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“play” with gender positions. At the level of both form and content, the 
division of these texts between gender perspectives may also work to un-
#%((3%$(!%$*%&7%*8#$#%+#%$.4$"7%+("('>$-%*!&-#$&3%*("+,$(!%/$(.$9!&($(!%$+&*-
rator of 9&//(@!)A&/$()(%*/#$N(!%$9&'9&*7$1!"-#$.4$#%34 P$DFhGE$(!&($%/%*,%$
to challenge prescribed social roles.

 !%$-.(%+("&3$.4$?1(".+$(.$7"#13.#%$&3(%*+&("<%$/.7%#$.4$=%"+,$(.$(!%$
*%1%-("<%$ *%&7%*$ "#$ &3#.$ %0-3.*%7$ &($ (!%$7"%,%("1$ 3%<%3$ "+$6!"%37#8#$9.*)>$
which consistently presents both the reading encounter and the writ-
ing act as liberating and transformative processes. “Print is her way of 
entering and escaping the world,” Shields writes of the unnamed actress 
&($ (!%$ %+7$ .4$ N &̀*".;#$V"*&13%#>P &2 *%&7%*$ .4$ N6.;(!$c/%*"1&+$ +.<%3#>$
Russian folk tales, Persian poetry [and] the advertisements on the sub-
way” (Collected Stories$FUE:$ !"#$1!&*&1(%*>$?+7"+,$-&,%$he$.4$&23.#($/&+;-
#1*"-($"+$&27..*9&'>$*%&7#$"($&+7$7"#1.<%*#$!%*$.9+$"//%7"&(%$%0-%*"%+1%$
7%#1*"=%7$.+$(!%$-&,%:$ !"#$+.(".+$.4$(!%$(%0($"(#%34$&#$R;#($#;1!$&23"/"-
+&3$#-&1%o&$(!*%#!.37$(!&($.44%*#$=.(!$%+(*&+1%$&+7$%#1&-%o*%#.+&(%#$
(!*.;,!.;($6!"%37#8#$-*.7;1(".+>$"+$9!"1!$*%&7%*$&+7$9*"(%*$?,;*%#$&+7$
=".,*&-!"1&3$ #;=R%1(#$ 4*./$ 6;#&++&$V..7"%$ (.$ m&+%$c;#(%+$ %0-%*"%+1%$
transcendence through textual engagement. One thinks, in particular, of 
[&"#'8#$ "+<",.*&("+,$/%(&/.*-!.#"#$ "+(.$ NV*#:$q*%%+$ !;/=P$ <"&$ (!%$
writing of her gardening column in The Stone Diaries DKLkdFFUE$&+7$(!%$
1!&*&1(%*8#$"/&,"+&("<%$%01;*#".+#$"+(.$(!%$3"<%#$.4$=.(!$/&3%$&+7$4%/&3%$
N.(!%*#P$ (!*.;,!.;($ (!%$ +.<%3:$ \;($ 4.*$ .;*$ -;*-.#%#$ (!%$/.#($ #",+"?-
cant reading encounter occurs elsewhere in The Stone Diaries, namely in 
V&,+;#$I3%((8#$.=#%##"<%$ %+,&,%/%+($9"(!>$ &+7$%<%+(;&3$/%/.*"a&(".+$
.4>$5!&*3.((%$\*.+(i8#$Jane Eyre.k$ C+$V&,+;#8#$ (%0(H?0&(%7$*%#-.+#%$ (.$
!"#$9"4%$53&*%+("+%8#$&=&+7.+/%+(>$6!"%37#$#(&,%#$&+$%+1.;+(%*$=%(9%%+$
&$/&3%$*%&7%*$&+7$&$4%/&3%H&;(!.*%7$3"(%*&*'$(%0(#$(!&($-*.<%#$"+Q;%+("&3$
and transformative:

JV&,+;#M$*%&7$#3.93'$#"+1%>$(*;(!$=%$(.37>$!%87$+%<%*$=%4.*%$"+$!"#$3"4%$
*%&7$(!%$9!.3%$.4$&2=..)>$+.($1.<%*$(.$1.<%*:$C($-3%&#%7$!"/$(.$(!"+)$
he could puzzle out most of the words, turning the pages over one by 
.+%>$-&'"+,$&((%+(".+2:2:2:2Jane Eyre ='$5!&*3.((%$\*.+(i2:2:2:29&#$!"#$4&-
<.*"(%]$(!%*%$9%*%$(;*+"+,#$"+$(!%$#(.*'$(!&($?33%7$(!%$=&1)$.4$!"#$(!*.&($
with smarting, sweet pains, and in those moments he felt his wife only 
&27.a%+$!%&*(=%&(#$&9&'>$#.$13.#%$!%$1.;37$&3/.#($*%&1!$.;($&+7$#(*.)%$
the silkiness of her inner thighs. It astonished him, how these books 

k The wider implications of the intertextual relationship between Jane Eyre and The 
Stone Diaries have been explored by Diane Osland in “The Stone Diaries, Jane Eyre, and the 
Burden of Romance.” See).&/0')*1%"'2!B)C&//&$%?")D=#-"/B)&#2)$1")A0!!%<%'%$%"!)06)E%>$%0#, 
%7#:$b79&*7$b7%+$&+7$[%%$q.%*(a$D .*.+(.]$X$.4$ .*.+(.$Z>$FGGSE$UhdKKF:
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9%*%$ #(;44%7$ 4;33$.4$-%.-3%:$b&1!$.+%$9&#$ 3")%$ &2 3"((3%$9.*37>$-.-;3&(-
ed and furnished. And the way those book people talked! Some of the 
phrases were like poetry, nothing like the way folks really spoke, but 
nevertheless he pronounced them aloud to himself and committed them 
to memory, so that if by chance his wife should decide to come home, he 
9.;37$=%$*%&7':$DKGGE

 !%$@;%#(".+$.4$9!.$V&,+;#$"7%+("?%#$9"(!$9!%+$*%&7"+,$Jane Eyre is 
not one that The Stone Diaries 7"*%1(3'$&77*%##%#f$"+7%%7$(!%$+&**&("<%$.4$!"#$
%+1.;+(%*$9"(!$(!%$(%0($/&'$=%$%+("*%3'$=&#%7$&*.;+7$[&"#'8#$"/&,"+&("<%$
construction of the event.U$A!&($"#$#",+"?1&+(>$!.9%<%*>$"#$(!&($V&,+;#8#$
%+,&,%/%+($9"(!$ \*.+(i8#$ +.<%3o&+7$ (!%$ .(!%*$ N3&7"%#8$ =..)#P$ 7"#1.<-
%*%7$ "+$ 53&*%+("+%8#$ #%9"+,$ =&#)%($ DStone$ LL–KGGEo-*.<"7%#$ !"/$ 9"(!$
&23&+,;&,%$9"(!$9!"1!$(.$&*("1;3&(%$&+7$*%#-.+7$(.$N4%/"+"+%P$7%#"*%]$(!%$
*%&7"+,$%+1.;+(%*$!%*%$"#>$"+$A"3#.+8#$(%*/#>$%/=.7"%7>$#%+#;&3$&+7$%0-%-
riential, serving to displace and replace the real. “He made [the book] his,” 
6!"%37#$#(&(%7$"+$"+(%*<"%9:$NC($9&#$&29!.3%$.(!%*$7"/%+#".+>$&+.(!%*$9.*37$
(.$3"<%$"+$=%#"7%#$(!%$.+%$!%$9&#$#(;1)$"+P$D6!"%37#$@(7:$"+$[%+..+$KFE:$ "̀&$
(!"#$-&*&7",/&("1$%0&/-3%$.4$9!&($&2N4%/&3%P$(%0($/",!($-*.7;1("<%3'$N7.P$
4.*$&2/&3%$*%&7%*$6!"%37#$#%34H1.+#1".;#3'$1.+4*.+(#$ "##;%#$.4$,%+7%*$&+7$
*%&7%*#!"-$9"(!"+$!%*$.9+$9.*):$N ;*+"+,$(!%$-&,%#2:2:2:2-&'"+,$&((%+(".+>P$
6!"%37#8#$*%&7%*#>$3")%$V&,+;#$I3%((>$?+7$(!%/#%3<%#$4;33'$"//%*#%7$"+$(!&($
N.(!%*$7"/%+#".+P$(!&($?1(".+$-*.<"7%#:

CONCLUSION

The suggestion that we need male critics to read, write about and teach 
(!%$9.*)$.4$4%/&3%$&;(!.*#>$R;#($&#$;*,%+(3'$&#$9%$+%%7$4%/&3%$1*"("1#$(.$
=%$ *%&7"+,>$9*"("+,$&=.;($&+7$ (%&1!"+,$9.*)$='$/%+>$/&'$#%%/$&21./-
/.+-3&1%$"+$FGKK:$^.9%<%*>$C$9.;37$&*,;%$(!&($"($"#$&+$"7%&$(!&($*%@;"*%#$
*%"(%*&("+,$&#$&21.;+(%*H-.#"(".+$(.$(!%$,%+7%*$#%,*%,&(".+#$9!"1!$&*%$"+-
creasingly prevalent in literary culture and in popular culture more widely. 
While the notion of gender metamorphosis, on the part of reader or au-
thor, may never be entirely unproblematic, it remains both necessary and 
#;=<%*#"<%$&($&2("/%$9!%+$#;1!$*%&7"+,$&+7$9*"("+,$-*&1("1%#$&--%&*$(.$=%$
;+7%*$(!*%&(>$&+7$3"/"("+,$7%?+"(".+#$.4$/&#1;3"+"('$&+7$4%/"+"+"('$*%&#-

U$ [%=&(%$&=.;($ (!%$%0(%+($.4$[&"#'8#$&,%+1'$&#$+&**&(.*$.4$The Stone Diaries has 
=%%+$1.+#"7%*&=3%:$6%%>$4.*$%0&/-3%>$A"+"4*%7$V:$V%33.*8#$Nn !%$6"/-3%$5.+(&"+%*$.4$Y;*$
b0"#(%+1%8]$p&**&("<%$c/=",;"('$"+$5&*.3$6!"%37#8#$The Stone Diaries,” Studies in Canadian 
9%$"/&$=/")FG:F$DKLLTE]$LedKKG>$&+7$A%+7'$g.'8#$Nc;(.=".,*&-!'$c#$5*"("1&3$Z*&1("1%$"+$
The Stone Diaries,” .&/0') *1%"'2!B)C&//&$%?")D=#-"/B) &#2) $1")A0!!%<%'%$%"!) 06)E%>$%0#, eds. 
b79&*7$b7%+$&+7$[%%$q.%*(a$D .*.+(.]$X$.4$ .*.+(.$Z>$FGGSE$KKSdhe:
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serting themselves. As Steinem wryly notes: “[d]igging out that ‘mascu-
3"+%l4%/"+"+%8$-&*&7",/$;+7%*/"+%#$&33$="*(!H=&#%7$!"%*&*1!"%#>$&+7$&3(%*#$
our view of human nature, the natural world, and the cosmos itself. Just 
&24%9$3"((3%$(!"+,#$3")%$(!&(P$DFkGE:$C($"#$/'$#;,,%#(".+$(!&($&21.//"((%7$
practice of reading and writing across gender binaries may contribute in 
&2#/&33$9&'$(.$(!%$)"+7#$.4$-*.1%##%#$(!&($6(%"+%/$.;(3"+%#$!%*%:

6!"%37#8#$%+7%&<.;*$(.$.44%*$-&*("1"-&(.*'$&+7$-.(%+("&33'$(*&+#4.*/&-
tive reading experiences in relation to gender roles is well summarized by 
Warren Cariou in his discussion of the conclusion of 9&//(@!)A&/$(>$6!"%37#8#$
/.#($1%3%=*&(%7$&((%/-($&($*%+7%*"+,$/&3%$%0-%*"%+1%$"+$!%*$?1(".+:$c($(!%$
end of the novel, Cariou suggests,

J(!%M$7"++%*$-&*('2:2:2:2&++.;+1%#$&21!&+,%$"+$JO&**'8#M$&--*.&1!$(.$,%+-
7%*$*.3%#2 :2 :2 :2=%1&;#%$"($*%<%&3#$O&**'$(.$=%$4.*$(!%$?*#($("/%$&+$&1("<%$
participant in those roles. Larry is not the uncommunicative couch po-
tato that his own father was, nor is he the free-wheeling tomcat of the 
masculine postmodern novel, nor the reactive backlasher of concern to 
feminists, nor the predator, nor the buffoon. He has become instead 
&2/&+$4.*$9!./$(!%*%$"#$&#$'%($+.$&<&"3&=3%$(%/-3&(%>$&2/&+$9!.$"#$+.($
effeminate but who also understands and deeply appreciates what the 
9./%+$"+$!"#$3"4%$!&<%$/%&+($(.$!"/2:2:2:2\'$-3&1"+,$!"/#%34$"+$(!%$#.1"&3$
*.3%$.4$&2V*#:$[&33.9&'$?,;*%>$O&**'$;+)+.9"+,3'$1*%&(%#$(!%$/&a%$.4$
,%+7%*$&+%9$4.*$!"/#%34:$DLFE

6!"%37#8#$1.+#(*;1(".+$.4$/&3%$1!&*&1(%*#$4.*$9!./$(!%*%$"#$N&#$'%($+.$
available template” remains an undervalued aspect of her work, represent-
"+,$ &#$ "($ 7.%#$ &2 #",+"?1&+($ 1!&33%+,%$ (.$ (*&7"(".+&3$ 1.+1%-(".+#$ .4$/&#-
culinity, and, by extension, to conventional assumptions about gendered 
*%&7"+,$-&((%*+#:$ !%$*"1!3'$"/&,"+%7$-*.(&,.+"#(#$(!&($-.-;3&(%$6!"%37#8#$
(%0(#$&33.9$!%*$?1(".+$(.$1.+#"#(%+(3'$N1*%&(%$(!%$/&a%$.4$,%+7%*$&+%9P$4.*$
readers, critics and characters, male and female alike.
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