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ABSTRACT

“Cold War Playboys: Models of Masculinity in the LiteraturePtdlyboy
emphasizes the literary voices that emerged in response to the Cold \d&ifiistiens of
space and sexuality and, thus, adds to the growing national discourse of Colénafyr lit
and masculinity studies. | argue that the literaRleg/boyincludes has always been a
necessary feature to creating its masculinity model; however, that weaguie often
destabilizes the magazine’s grand narrative because it presents rgidld@iternative
models of masculinity. To make that argument, | presume five things: tuhmity, like
femininity, is a construct; 2) the mid-century masculinity crisis shbel attributed to
redefinitions of space and sexuality; 3) the crisis generated a vairigigsculinity
models; 4Playboypresents its own, unified model of masculinity through its editorial
features; and 5) finally, th&tlayboyshould be considered an early Cold War artifact
because the spaBdayboymagazine represents, dually domestic and privatized, is hardly
trivial—decade after decade, it has absorbed society’s shifts andeéfleetm back to
readers.

Citing biographical, historical, critical, and textual evidence, | considerthew
literature ofPlayboymagazine responds to the construction of Cold War discourses
regarding sexuality and space. In particular, | examinePlayboycontributions from
Jack Kerouac, Vladimir Nabokov, and James Baldwin detail models of masculinity
informed by Cold War culturePlayboys emphasis was obviously Playmates, but fiction



always appeared in its pages. As its largest component, fiction becabaekbene of
Playboy Therefore, Hefner's educated, sexual male identity included, and stiléscl
reading a wide array of literature—from lan Fleming to Ursula lenGtCold War

Playboys” asks: How did literature gain primacy in Hefner's ideal idalgity? What
purposes does reading this literature serve when appealing to a partesdaitimty?
Answering these questions allows me to explore how one mass-produced magazine and
specific literary figures participated in and resisted the congiruct Cold War

discourses regarding space and sexuality.



INTRODUCTION
In “Cold War Playboys: Models of Masculinity in the LiteraturdPtdyboy” | examine
the literary voices that emerged in response to the Cold War and, thus, entenihg gr
national discourse of Cold War literary studies. Though | am too young to haGokhy
War memories, | have traveled the intimate American landscapeadrinifiNabokov’s
and Jack Kerouac’s road novels. | craved the testimonial and confessional ploatry, w
seemed to be the new expressive and powerfully descriptive "I" used by Adisnet)
and Frank O'Hara. For weeks, | found myself broken into incompatible pieces after
sifting through Doris Lessing's notebooks. Findling Invisible Maron every corned
have never watched a boxing match without thinking of the Battle Roylzia Plath's
tale of psychological ruin, framed by the Rosenberg's execution, still haurasdne
James Baldwin's images of homosexual passion set in foreign cities frirskiyies
Like Thomas Schaub, | was not "aware" that the mesmerizing undertoneseolvtitks
were really "expressions of political turmoil, in which the nature and oldigabf
writing were altered in response to the decline of the left, to the fact ofhlitiras
Nagasaki and the Holocaust, and to the anticommunism which dominated politics and
culture for some years afterward" (vii). After learning about postAmgerica, it was
difficult for me to ignore that the literature | loved revealed aspecteedfultural Cold
War.

And then Hugh Hefner, in his silk pajamas and smoking jacket, began to invade

my scholarship. While watching “The History of Sexuality” documentaryheHistory
1



Channell was, at first, shocked to note that Hefner opened the series and was presented
as the figurehead on American sexuality. Shortly after, in DecemberRd§8poy’s
publication of Vladimir Nabokov’s unfinished, fragmented noWéle Original of Laura
caused a media frenzy which reminded readers of the magazine’s origiméivebjeo
combine physical and mental stimulation. Publisiihg Original of Lauramade it

difficult for me to dismis$’layboys literary history. Playboy’scurrent literary editor,

Amy Lyod Grace states that Nabokov knBlayboypresented readers with an interesting
blend of high and low features by publishing quality fiction. Grace’s revelationsded m
to concede that in over its five decades in pRfdyboyhas published an obscene
amount of renowned authors—and all of the authors | was fascinated with. Thdrefore,
was forced to reassess the cliché | have heard so many times aboutnglopso
purchase®layboy—-I buy it for the articles” might actually be truBjayboyproves that
literature can “live” anywherePlayboy'ssensational rise and continued dominance
offers a compelling primary source to study the mid-century masculisig,cCold War
redefinitions of space and sexuality, and the literature this culture produced.

In “Cold War Playboys,” | argue that the literatitiayboyincludes has always
been a necessary feature to creating its masculinity model; howeaterety literature
often destabilizes the magazine’s grand narrative because it presatgss with
alternative models of masculinity. To make this argument, | presumghings: 1)
masculinity, like femininity, is a construct; 2) the mid-century mastylcrisis should
be attributed to redefinitions of space and sexuality; 3) the crisis getheaatariety of
masculinity models; 4layboypresents its own, unified model of masculinity through

its editorial features; and 5) finally thAtayboyshould be considered an early Cold War
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artifact because the spaéklyboymagazine represents, dually domestic and privatized,
is hardly trivial—decade after decade, it has absorbed society’s stufteffected them
back to readers.

AnalyzingPlayboyallows me to respond to Judith Keenan Gardiner’s call for an
expansion of masculinity studies. Growing from the more traditional Second Wave
feminism, masculinity studies posits that gender constructs mark men as welinzn.
Urging for more study into masculinity, feminist scholars, such as Cahomas and
Michael Kimmel, are committed to recognizing both genders as consiruotsler to
render them permeable to change. Cultural concerns about manhood reveal that
masculinity crises are cyclical and reciprocal in nature.

The mid-century masculinity crisis can be attributed to the Cold War néceis
of space and sexuality. Government officials and cultural campaigns mautecthe
private domestic space public, so that political subversives, or sexual destardsbe
identified as national threats. Cold War anxiety produced the need toyclassiimight
be a Communist party member, and that anxiety encouraged the penetration ef privat
and domestic space. The government infringed upon civil liberties “to presesterfre
in general” (Whitfield 233). If€old War, Hot Housesditors Beatriz Colomina,
Annmarie Breannan, and Jeannnie Kim argue that the Cold War was an incredible
"conflation of public and private" (17). Public spaces, such as national parks anohdrive-
theaters, were privatized. Concurrently, private space, especially testiospace,
became publicized (14). Domestic space projected the image of the goadl lifiestyle
of prosperity and excess that was the weapon" in a war between capitalism and

communism (16). The fight against communism was staged as a fight for corasjoditi

3



and as the “Kitchen Debates” between Nixon and Khrushchev aired to millions of
Americans, congressional law and mass marketing served to domesticattasans.

The reconstitution of sexuality or space is not exclusive to the Cold War. As
Michel Foucault's and Michel de Certeau's work have demonstrated, seaodlgpace
are two highly contested realms of power, especially because the mezrimgse terms
shift depending on context. Anthropologists Ellen Ross and Rayna Rapp declared, in
their 1980s seminal research, that sex is "always experienced cyltinallgh a
translation” (51). The bare biological notions of sex, and thus sexuality, cannot be
viewed in isolation. Sex "feels individual or at least private," but those feelegs
necessarily predicated on the "incorporation of roles, definitions, symbols anthgsea
of the worlds in which they are constructed” (51). According to geographers, t
"relationships between sexualities and space are made clear when wéinkqig t
about the power of particular landscapes as either libratory or oppresss/fosthe
performance of our sexed selves" (Bell 98). Because "space and bodiesratelntied
together," the relationship between space and sexuality is complex and dedgursi
produced (Johnston 16). No spaces rest outside of sexual politics because "sex and space
cannot be 'decoupled™ (Johnston 3). These works suggest that the simultaneous
politicization of space and sexuality is made apparent during the Cold War.
Cold War Redefinitions of Space and Sexuality

The United States’ political strategy to contain the expansion of communism
overseas can be applied more generally to the domestic anxiety over boumdeetber
political, sexual, or racial. After World War Il, complementary preesslecentralized,

and simultaneously concentrated, American space. For example, higfsteaysand
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broadcast television decentralized space, while suburbia and corporatizati@hized
space (Kozlovsky 196). Based on the government's ideology of containment, the Cold
War’s reorganization of space delinated the unstable “boundaries betweierapdbl
private life" (Nelson xii). George Kennan, director of Secretary of &atege

Marshall's policy planning staff, deemed containment of communism a necessary
strategy, because, unlike the clearly demarcated boundaries of battlegraamds,riist
ideology could infiltrate borders and infect anyone. Kennan compared communism to “a
fluid stream which moves constantly, wherever it is permitted to move. Its oraera

is to make sure it has filled every nook and cranny available to it in the basomldf w
power” (par. 24). The United States’ Cold War containment strategy inédédraw

citizens viewed and participated in space; borders between private and public space
became contested.

Anxiety over racial, sexual, and political borders caused suburban sprawl, which
encouraged discriminatory practices, such as red-lining. The Servicddaeadjistment
Bill of 1944, popularly known as the Gl Bill, provided education and housing to over
eight million, mostly white middle-class, veterans. After the passatye dhterstate
Highway Act of 1956, creating easy access to suburbs, the United States gowernme
finalized it subsidy of the domesticated male. Demographically, mamag® increased,
while the age at which couples married dropped to unprecedented lows. According to
Elaine Tyler May'"HHomeward Bound: American Families during the Cold War Era,
families were encouraged by popular narratives to expand as the post-war hoosmg
transformed America's physical landscape. Eighteen million, whitklleaclass citizens

moved to suburbia after the war.Momestic RevolutionSteven Mintz and Susan
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Kellogg claim that eighty-five percent of the thirteen million homes builtvéen 1948
and 1958 were constructed in the suburbs. To keep new suburban communities white,
government policy allowed banks to delineate areas suitable for investmertbrdReadi
bankers used red-lining to discriminate against African Americamesignating certain
communities as white only. These officials claimed that sustaining heonsiriget
prices—not racial discrimination—was the purpose of red-ling. Red-lining allowe
officials to maintain control over communities and interfere in what was oncelecets
private space. Likewise, government officials discriminated against leswonals by
penetrating their private spheres for proof of “deviant” sexuality amddbsting them
from government jobs because their sexuality was labeled a national Bugag the
Cold War, the United States government felt obligated to penetrate privage ispacer
to protect its national borders.

The rhetoric of containment for communism and domestic space extended to
discourses regarding sexuality. American males needed to conform tévaold
redefinitions of public and private space, which meant they had to adhere to a strict code
of heterosexuality. Post-war scientific studies, such as the KinseytRep@®48 and
1953, suggested that sexual behavior is not static and sexuality should be viewed on a
sliding scale. However, the “specter of the homosexual” caused widespread panic
because, like Communists, homosexuals could not be easily identified (Chauncey).
Robert Corber, Robert D. Dean, and David K. Johnson prove with their recent
scholarship that homosexuality became a national security concern. Deemaethla m
iliness by the psychiatric community of the 1950s, especially governingatsfic

homosexuality was also considered immoral by societal values. CitiZéatted” by
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this “illness” were susceptible to blackmail, and thus, security risks. Dwergy
visibility of homosexuality during the Cold War, combined with a perceived cnisis |
American masculinity, made space and sexuality extremely conteatets i@ the post-
war period.
This homosexual community was first solidified during World War 11, and its

visibility helped to spur a perceived post-war masculinity crisis. Wodd V¢ demands
on the United States’ population created an atmosphere that "fostered a ttikuaet' a
toward sex and sexuality (Johnson 52). David K. Johnson explainsliaubeder Scare
how the northern migration for Washington employment caused "horror stories" of
housing shortages and more "opportunities for sexual encounters” (52). War took men
away from families, women entered the workforce, and medical advancesseetes
effects of sexually contracted diseases. Gore Vidal illustratdgetbtened sexuality in
the 1945-46 winter: "We were enjoying perhaps the freest sexualitriericans would
ever know" (gtd. in Johnson 52). A burgeoning homosexual literature bolstered the
widening sphere of sexuality. But, by the time Alfred Kinsey publishedrkts f
comprehensive survey of male sexuality in 1948, many Americans wereroeshedout
the sexual freedom Vidal celebrated just three years earlier. In hajodohn Cheever
declared that 1948 was "the year everybody in the United States was wbaugd a
homosexuality" (qtd. in Johnson 55). Cheever wrote:

A great emphasis, by way of defense, was put upon manliness, athletics,

hunting, fishing, and conservative clothing, but the lonely wife wondered,

glancingly, about her husband as his hunting camp, and the husband

himself wondered with whom he shared a rude bed of pines. Was he? Had
he? Did he want to? Had he ever? (qtd. in Johnson 55)



According to Cheever's observations, World War II's tolerant attitudedosexuality
reverted to fears regarding homosexuality. The shifting freedom of sgxualibred
the unstable boundaries between “public and private life" in the United Statesr(Ne
Xii).

Concerns about manhood—its absence, possible withering, and inconsistent
performance—became a focus for 1950s American culture. The mid-cesmiuegsed
what some historians deem a “male panic:” a time when “men self-consciebsly r
against real or imagined “feminization” developing within the workplace, pspheres,
and/or domestic relationships” (Gilbert 3). Historical and cultural studie®likert D.
Dean'dmperial Brotherhoodand K. A. Cuordileone®anhood and American Political
Culture in the Cold Wahave focused on how government policy constructed masculinity
and how aspects of masculinity shaped policy. From this scholarship, two main Cold
War models of masculinity have been analyzed—the hyper-masculine and the
domesticated. Icons like, John Wayne, and government officials, like John F. ienned
represent the hyper-masculine image. The domesticated male is bestmégt by
William Whyte's “Organizational Man,” a gray-flannelled, whitdlared, suburban
father.

More recently, cultural and gender scholars, such Bill Osgerby, JamestGaltd
Michael Davidson, have worked to define a spectrum of mid-century masculinitysnode
which encompasses more than the hyper-masculine and domesticated. Witiméaey
of masculine roles to choose from, masculinity “remained a contested tarmighout
the postwar period” and produced a masculine phenomenon much like the one chronicled

by Betty Friedan'&eminine Mystique.



Responding to the Cold War’s changing notions of space and sexbiitgoy
mapped its own model of masculinity in the virtual space of its pages and tHespera
in its clubs and mansions. For white middle-class, heterosexuaPtaghpyformulated
a particular model of masculinity with its extremely coherent editf@&ures, such as
its playbill, advice columns, advertisements, pictorials, and nonfiction columnsclA qui
comparison between a table of contents from a 1950 issue to one from 2011 reveals that
editors knew the secret to building a lasting brand—consistency. With its eabbind
fluffy tail, Playboyhas mastered branding. Growing from publishing a modestly-sized
magazine to running international clubs, the Playboy Empire has consisteadytpea
meta-narrative of heterosexuality, upward mobility, and the reclamation ostlome
space.Playboys editorial features work in conjunction to form a model of masculinity
distinct from other Cold War model®layboys model of masculinity is heterosexual,
wealthy, sophisticated, educated, single, and proud of his domesticated, urban space.

Constantly working to increase subscription rates, Hefner and his editors
inevitably provided cultural commentary on the nature of American masculirakynm
Playboyan early Cold War artifacRlayboymagazine should be viewed as an early Cold
War artifact because it owes its success to Cold War paranoia, homopbabgacuous,
consumption and fears of feminization. From the city to the suburb, Cold War culture
spawned new artifacts: TV sets, plastics, drive-ins, Tupperware, shoppag,éice
cubicles, national parks, et@layboyshould be catalogued alongside these other
artifacts. InMr. Playboy,Steven Watts argues that “[i]n the heart of the Eisenhower era,
it was the genius of Playboy and its editor to articulate an approach that tapped both

mainstream aspirations and marginal unhappiness” @a3sell Miller goes so far as to
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suggest that “America had been waitingRtayboy” (44). If Hugh Hefner had gone to
print just a few years earlier, during the height of the McCarthy era, tbadeéssue

would most likely have never been printed. Senator McCarthy would have branded
Hefner as an enemy of the state; but, by 1953, McCarthy was exposed as anyr@ant
drunk and the economy boomed. Exploiting Cold War fears and new capitalisti@asgend
Hefner produced a didactic manual for the upscale, urban bachelor.

In the decade following World War Il, Americans experienced incredibly
unsettling changes. As Americans adjusted to an uneasy peacetime, they worked t
restore the family unit and stabilize gender roles. The war separateadis Stosm
wives and moved women into the workforce. Immediately after the war, pertepfi
juvenile delinquency and divorce rates spiked. Historians and cultural critics ibéten c
fear as a part of the general Cold War atmosphere. Thomas Mann fear&htbhatism
[was] descending upon us,” and he was prepared for “a long night and perhaps a deep
forgetting” (qtd. in Whitfield 232). For many, the Cold War became menacingnaor
Mailer declared, “Dread has been loose in the twentieth century, and Alnasica
shivered in its horror since the Depression and the Second War” (“Presidepé&ed’Pa
After 1947, Americans experienced “an increasing anxiety” (Field ®mitanxiety,

Red and Lavender Scares, and waning McCarthyism produced a general atmosphere of
fear.

Directly responding to this sense of fear, Hefner positidtiagboyas a
diversion, a light-hearted form of entertainment that offered sex, not politite t
American male. His often-quoted first editorial note explains Rtayboy’smain

objective is entertainment.
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Affairs of the State will be out of province. We don't expect to solve any
world problems or prove any great moral truths. If we are able to give the
American male a few extra laughs and a little diversion from the arsxietie
of the Atomic Age, we’ll feel we've justified our existence. (2, Dec. 1953)
Playboydiverted readers from Cold War anxieties with nude pictorials, garishooart
and a joke column. In less than one year on the stRfagyoywas selling 185,000
copies per month, and by the close of the decade, those monthly numbers breached the
million mark (Gunelius 14). IReaching for Paradisd,homas Weyr argues that the
general public shied “away from politics—especially liberal or laftgapolitics” in the
early years of the 1950s (xvi). Sex emerged as a “surrogate” for pdhtieay of
expressing opposition to the status quo” (xW®)ayboyembraced sex, “not only as a
moral good but a moral imperative” (xvi). Hefner avowed that his entertainment
magazine offered men a perfectly normal outlet to engage with approgsiatd s
material.

Playboy’sdisplay of appropriate sexual content filled the void between swanky
men’s magazines, likklodern Manand more high-brow entertainment journals, such as
Esquire.Set within a Cold War context of fears regarding the state of masgulinit
Playboy'sovert emphasis on heterosexuality allowed the magazine to flourish. Hefner
might have presented the magazine as apolitical, but he deliberately pdsitsosexual
content as a means for discovering national dissenters. Because the simgller bac
technically defied the traditional, social institution of marriage, he could Ineldxizas
homosexual or sexual deviant. But, according to Hefner, if the single bachelor was

interested in gazing at nude females, he couldn't be a Communist. Saléteriacing

his magazine within the Cold War anti-Communist and homophobic climate, Hefner
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claimed that “a picture of a beautiful woman is something that fellow odgeyught to

be able to enjoy. If he doesn't, then that's the kid to watch out for” (qtd. in Fraterrigo 41).
Hefner later commented that “there were two kinds of boys—those who liked theul
wings off flies and those who liked girls. We confess to preference in the Taite

deviants, the perverts, the serious juvenile delinquents—they are not interdstatthn
boy-girl relationships” (gtd. in Fraterrigo 41). National anxietiesurgigg communism

and deviant sexuality were intertwined. Gazing at female nudes apparéntigaf
heterosexual virility and spurred on national well-being.

Playboyalso owes its success to the fact that it stressed participation in
conspicuous consumption. In features such as “The Advisor,” Playboy definedwhat t
buy, what to listen to, what to read and how to respBlayboyoffered American men
what Pierre Bourdieu would call “cultural capital.” David Halberst#mibaites
Playboy'sspectacular rise to the "post-war decline of Calvinism and Puritanism in
America" and as much as "anything else to the very affluence of tletysq&i76).

Americans were begging for access into the post-war world of plenty becaySkviok

in a world of more and more toys" (576). Blayboydid not “link consumption to
fatherhood and homeownership” (Corber 9). Severing the link between consumption and
domesticity,Playboyencouraged males to satisfy their pleasure principle. In "Czar of the
Bunny Empire," Hefner claims that his magazine stimulated reades tim jthe

consumption campaign. Urged by the material and physical rewards presented i
Playboy,readers would be encouraged to "educate themselves so they can make enough
money to enjoy these benefits” (gtd. in Davidson “Czar” 32). Hefner then salrthist

Playboywould "help overcome the educational gap between ourselves and the Russians"
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(gtd. in Davidson “Czar” 33). Hefner thus exploited the Cold War fight over ecanomi
systems and helpdelayboyreaders join the capitalist cause by advertising a variety of
items from liquor to high-tech gadgets.

The other Cold War conceflayboyexploited was the anxiety over the
“womanization” of America. Cultural myths suggested that men had to relearn how to
behave like men because the “sex roles” had been confused. The confusion could be
traced to a variety of sources: the growing white-collar, masculbmgoate world of
grey flannel suits; the feminization of the consumer society; or the burdemgfdie
breadwinner. Whatever the source, mid-century critics, like Philip Witeguently
charged” women with “trying to ‘dominate’ men” (Fraterrigo “Answer td&rbia” 750).
Betty Friedan explained that women were blamed for men's troubles: “No oeednas
been blacklisted or fired for an attack on the 'American woman" it wagéefdfatake it
out on his wife and his mother than to recognize a failure in himself or in the sacred
American way of life” (qtd. in Fraterrigo 29). Even family-orientat&é@ magazine
claimed, in 1954, that women were “winning the battle of the sexesguirefollowed
those critiques with questions such as “Whatever happened to the girl who was loving
rather than just loved, serene rather than strident, comforting rather thartiteeifje
(qtd. in Fraterrigo 33). Assertions of masculine crisis often found their wiythie
pages oPlayboy.Philip Wylie's 1942 vitriolic attack on wome@enerations of Vipers
continued throughout the magazine in articles such as “The Abdicating Male and How
the Gray Flannel Mind Exploits Him” (1956), the panel on “The Womanization of
America” (1958), and non-fiction articles on “The Career Woman” (19B&yboy

depicted caricatures of nagging housewives, who undermined individualism and
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masculine authority. According to Hefner, “womanization meant the development of a
‘female-oriented society...A matriarchy instead of a patriarqlgyd. in Fraterrigo 33-
34). Hefner claims that the anxiety over the sex roles stemmed from thenwemg
“pushed” into a more dominated position: “Woman's suffrage gave them the right to vote,
etc. All very positive things...But we've gotten ourselves into a situation whezeaoles
of the sexes...are becoming less and less defined” (qtd. in Fraterrigo 33-3d¢r Hef
continues to show how the once-clearly-defined roles have been muddled:
You know it goes back to the very beginning of time. The man goes out
and kills a saber-toothed tiger while the woman stays at home and washes
out the pots. Fair, unfair, good, bad, or indifferent, the roles were clearly
defined. Sadly as they become less defined and more confused, we get
into a situation...with a tremendous amount of national neuroses...She
wants to dominate the male, the man gets into a position in which he feels
dominated, and thus the woman loses identity...marriage collapses. (qtd. in
Fraterrigo 33-34)
Outliving and outnumbering males, females wielded new political power as voters,
earned their own wages, and constituted a major sector of consumption, but the rhetoric
of female domination was overblown (Fraterrigo “Answer to Suburbia” 750-1).
NonethelessPlayboycontinually participated in the discourse of a masculinity crisis
throughout the Cold War.
Research Questions
If Playboy'smain objective is to present a specific image of manhood, how do the
literary selections conform to that vision? Would the magazine have been essfuidé
it did not contain the larger editorial content? Much quality research has beewtsampl

on Playboy’sdidactic, mid-century program for American males; but hardly any seholar

have analyzed its fiction. For instance, four recent works anBlgg#oy'smpact on
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mid-century masculinity: Thomas WeyRgaching for Paradisdill Osgerby's
Playboy's in Paradise: Masculinity, Youth, and Leisure style in Modern Am&teagn
WattsMr. Playboy: Hugh Hefner and the American Dreand Elizabeth Fraterrigo's
Playboy and the Making of the Good Life in Modern Amert€ach of these texts
explores howPlayboyeditors created a specific, lasting image of American manhood.
And while each mentions hoRlayboy'diterary contributions include an “awesome
selection of names, the making of any college course in contemporary American
literature,” none devote more than a few paragraphs to analplaggoy’'sfiction (Weyr
xii). Even Fraterrigo's most recent text does not examine how qualityliesupports
the ‘good life.” “Cold War Playboys: Models of Masculinity in Playbdyi®erature”
responds to this oversight and situates the literature as an integral asphe&layboy
model.

Playboy'semphasis was obviously Playmates, but fiction always appeared in its
pages. David John Lambkin's rhetorical analysiBlajboydiscloses how fiction is
Playboy’ssingle largest element; modeled Bsquire’seditorial featuredfiction became
the backbone dPlayboy Therefore, Hefner's educated, sexual male identity included,
and still includes, reading a wide array of literature—from lan FlgrimrUrsula le Guin.
How did literature gain primacy in Hefner's ideal male identity? Whatqsas does
reading this literature serve when appealing to a particular masgliAitswering these
guestions allows me to explore how one mass-produced magazine and speaific liter
figures “participated in, responded to and resisted” the construction of Cold War

discourses regarding space and sexuality (Redding 4).
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Playboy'diterary selections reveal wide-ranging models of masculinity.ikenl
the pictorial and editorial features, which celebrate and perpetuate @sb&tel,
upwardly mobile, and educated model of masculinity, the literature publisiriayinoy
during the Cold War often contradicts this model, as well as the seemingl ‘Goyd
or domesticated Cold War images of masculinity. The chapters that folloviicgby
explore howPlayboyssliterary selections respond to Cold War culture. Citing
biographical, historical, critical, and textual evidence, | consider how thatlite of
Playboymagazine responds to the construction of Cold War discourses regarding
sexuality and spaceln particular, | examine howlayboycontributions from Jack
Kerouac, Vladimir Nabokov, and James Baldwin detail models of masculinity iaébrm
by Cold War culture. My first chapter thoroughly explortgyboy'smodel of
masculinity and its tradition of publishing virile literature, so that comparisambe
made in subsequent chapters. Chapters 2 through 4 contain archival reseagh, liter
analysis of each authors’ short stories, rhetorical analysis of theiiatmmfand an
analysis of how selected contributions support or chall&teydoy'smodel of
masculinity.

In “Chapter 1—Playing it Hot in the Cold War,” | focus on masculinity models
and how the literature publishedPfayboysupports or negates the model of masculinity
presented in the magazine's other features. | describe reigning Cold Walimitsts
models, as well as defirdayboy’sslightly alternative model. Relying on archival
research, editorial manifestos, biographies, and recent scholarly atteettamihe
Playboy’smonthly features and ever-expanding Playboy Empire to explain how it

promoted a new kind of masculinity—one that encouraged men to stay indoors and read
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high-brow literature. | detaPlayboy'seditorial process and argue tidayboy's
Associate Publisher and Editorial Director’s main objective was to minage the act
of reading literature. To fulfill this objective, Auguste Comte Spectarisyd on the
popular personas of virile authors, especially Ernest Hemingway and Normian Mai
However, even Hemingway's and Mailer’s fiction provide an alternative irohge
masculinity toPlayboy’sreaders.

Having establisheBlayboy'smodel of masculinity in my first chapter, | move on
to consider how Jack Kerouac's contributions underiiagboy'sgrand narrative. In
“Chapter 2—Broke and on the Run with Jack Kerouac,” | andNagboys strategiaise
of the Beats, especially Kerouac. | argue that Hefner used the Beatslde Rlayboy's
“Upbeat Generation.’Playboyheavily solicited work from Kerouac, even while
maintaining a sanctioned distance. As Barbara Ehrenreich observeBedtiserejection
of convention and their virtues of masculine independence, non-conformity and (often
misogynistic) sexual expression found a degree with the playboy ethos of hedonism and
personal indulgence” (qtd. in Osgerby 184). However, the Beats refeleyduby’scall
for conspicuous consumption. To support my argument, | review all of Kerouac's
Playboycontributions, as well as his short fiction, "Good Blonde" (1965). Then | move
onto an analysis of “Good Blonde,” in which Kerouac embraces mobility and uses the
new highway system to defy implied gender roles and social responsb#igarding
work.

Vladimir Nabokov's fictional contributions, like Kerouac’s, also undermine
Playboy’smodel of masculinity. In “Chapter 3—Sophisticated Spending by Vladimir

Nabokov,” | argue thalayboyused Nabokov’s high-brow literary status, in order to
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enhance the quality of its regular contributors and present readers with serious,
sophisticated fiction. | also reveal how Nabokov heightened the sexual and violent
imagery when he translated his early Russian works Rtayboyaudience | then argue
that the Cold War climate helped to make Nabokov an immensely successful author.
conclude this chapter with an analysis of how Nabokov's serialized selection&deom
(1969) construct an alternative model of masculinity fronPlagboymodel. While
Add s male narrator reclaims domestic space, he preBémgboyreaders with a variant
sexuality.

Similar to the ways that Kerouac’s and Nabokov’s fictional selections untkerm
Playboy'sgrand narrative James Baldwin’s contributions offlertyboyreaders an
alternative model of masculinity. In “Chapter 4—Brick by Brick: JaBalslwin in
Playboy” | argue thaPlayboyrelied on Baldwin as its representative for the Civil Rights
Movement. Both Baldwin anélayboypreferred to ignore Baldwin’s sexuality and focus
on his efforts to promote racial equality. But Baldwin’s open homosexualégtijir
opposed th@layboyethos; Hefner admitted that, whiayboydid not discriminate
against deviant sexualities, male readers preferred to view naked womas.nbt until
the late 1980s, with the publication of Baldwin’s “Freaks and the Americahadfle
Manhood,” thaPlayboybegan to expand its notions of sexuality and consider how it
participates in the construction of sexual identity. | conclude this chajlteanvanalysis
of how Baldwin's "The Man Child" (1966) engages with Cold War discoursesinega
space and sexuality.

| frame my study of “Cold War Playboysiith Ernest Hemingway and Norman

Mailer because both represent ideklyboyauthors—virile and intelligentln my first
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chapter and conclusion, | argue tRé&yboyeditorsused Mailer’s connections to
Hemingway and his virilized, literary persona to remasculinize high cultike.
Kerouac, Nabokov, and Baldwin, Hemingway’s and Mailer’s cultural currency
encouraged editors to continually publish their non-fiction and fiction. But, unlike to
Kerouac, Nabokov, or Baldwin, Hemingway and Mailer were exactly the kind of author
one would expect to find iRlayboy'spages. And yet, as | argue in Chapter One, even
Hemingway'’s and Mailer’s fictional works undermiBR&yboy’scommitment to
heterosexuality and conspicuous consumption. This discovery suggestaiaty’s
literary feature is the only component of the magazine that contains models of
masculinity which deviate from the other featur@$ayboy'sinclusion of popular post-
war literature expands the magazine’s seemingly restrictive modesulinity,
suggesting that despite its seemingly didactic nature, editors wérgwol publish

contradictory images of masculinity.
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CHAPTER 1—PLAYING IT HOT IN THE COLD WAR

The quantity of the fiction published Flayboyis astonishing. For instance, in its first
year of publication, from December 1953 to 198kyboydevoted 168 pages to literary
selections—over 30% of its content, making fiction the single largest comportéet of
magazine (Lambkin 26). Increasing circulation allowed Hefner to offéensrihe
highest magazine trade fees, which in turn “increased the quality and quantity of
literature and reportage that filled its pages” (Fraterrigo 46). Md3fagboy’sfiction is
either written by popular, contemporary authors or can be classifiegaaedy of a
famous story by an unknown author. Publishing only popular authors or familiar
narratives proves th&layboyoften relied on the cultural currency of contemporary
authors to help sell magazine copies. The vast amount of literature publishaghbay
makes it a valuable resource for analyzing post-war literature.

Playboy'ssensational rise and continued dominaoiters a compelling primary
source to study the mid-century masculinity crisis. Constantly workinmgctease
subscription rates, editors inevitably provided cultural commentary on the nature of
American masculinity, and their printed features explored how the Cold \Wateaif
masculine identity. Ii€reating the Modern Marfom Pendergast claims that
“[m]agazines provide a fertile and contained testing ground” to assessranangges
of masculinity (17). Yet, Pendergast ends his study of American magadm®@sumer
culture in 1950. Pendergast ignores the mid-century masculinity crisis, béeause

“assum[es] that by 1950 modern masculinity had attained a dominance akin to ttmat whic
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Victorian masculinity had held in the late nineteenth century” (29). Howelaaiboy's
lasting effect on masculinity should be record@thyboypromoted a specific, gendered
narrative that responded to the explosive growth of suburbia and the so-called
“feminization” of society. Its editorial features form a critique ofciaband gender
order in flux” for its readers (Fraterrigo, “Answer to Suburbia” 74%ayboy’'seditorial
features include “Playbill,” “After Hours” Reviews, “Playboy AdvisorDéar Playboy,”
panels, forums, advice columns, cartoons, joke column, pictorials, advertisements, and
other non-fiction cultural commentary. Each of these editorial features ssipfyiboy’s
“idealization of straight masculinity through consumerism” (Pitzulo 1). lii&eture,
however, must be categorized separately from these other editorial $ezuerise it
often challengePRlayboy'sethos of heterosexuality, upward mobility, and the reclamation
of domestic space. Isolatifjayboy'diterary selections and analyzing how they differ
from Playboy’'seditorial features helps to better deflPlayboy'smasculinity model.
Cold War Models of Masculinity

Playboy'sconsistent message in its editorial features illustrates how the magazine
constructed its own version of ideal masculinity in comparison to Cold War models of
masculinities. Cold War popular and historical culture produced a variety of mégcul
models, but the hyper-masculine and domesticated models are the most prevalent.
Cultural critic Neal Gabler states that 1950s “American male sexXuatity generally “a
function of muscle, aggression and force associated with such things as manly labor, the
outdoors, athleticism, ruggedness and risk” (110, July 2010). Archetypes of this model
range from John Wayne to Marlon Brando's Stanley Kowalski. Gabler sudg#sts t

“even the smarter, more self-reflective post-war male sex symbolsarBdjtchum,
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Lancaster, Douglas—were required to display masculine brio” (110, July 2010).
Historical and cultural studies like Robert D. Dedmiperial Brotherhoodand K. A.
Cuordileone'svlanhood and American Political Culture in the Cold Wawre focused on
how the Cold War constructed masculinity or how aspects of masculinity shaped Cold
War policy.

From this scholarship, two main Cold War models of masculinity have been
analyzed—the hyper-masculine and the domesticated. According to Dejpersl
Brotherhood this model of masculinity influenced the United States' Cold War
containment policy; officials had to remain steadfast and “strong” aghmstftltration
of Communists. The “tough-guy” masculinity produced “clichés from westensil
and “served as descriptions of the strengths of American determination aétaeter
of our response to threats” (Gilbert 3). Dean stresses the ramificatioralettive and
'hegemonic’ aspects of cultural ideologies of masculinity” (12). The ovenwigglm
pervasive nature of these models made it difficult for individual males tcaducttthem.

The other main Cold War model of masculinity is the domesticated male, best
represented by William Whyte's “Organizational Man,” a gragsfidied, white-collared,
suburban father. White, middle-class, heterosexual males conformed to subetban lif
mass culture, and consumption practices. Just as communism needed to be contained
during the Cold War, sexuality was contained by heterosexual marriagdseandtear
family. The traditional family, portrayed by popular television showsQkeie and
Harriet (1952-1963) andleave it to Beavef1957-1963), upheld the primacy of the
nuclear family and “supported conventional gender arrangements and sex nioitens, w

also affirming the socioeconomic order” (Fraterrigo 3). These Cold Warral studies
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suggest that the mid-century crisis of masculinity resulted from, andaabsts in,
cultural and national policy.

Concerns about manhood—its absence, possible withering, and inconsistent
performance—became a focus for modern American culture during the Coldéar
mid-century witnessed what some historians deem a “male panic”: a tinne‘mba
self-consciously rebel against real or imagined “feminization” developitigyvihe
workplace, public spheres, and/or domestic relationships” (Gilbert 3). Tloei¢cast
juncture of the Cold War produced a perceived masculinity crisis in which “pssas
about masculinity and expected male behavior are being undercut by cinceretal
social and psychological changes” (16). For instance, anti-Communist eetstim
ultimately encouraged anxieties about masculinity which had little to ttho wi
communism (Cuordileone viii). The anxiety regarding manhood also occurred because
of the domineering nature and ubiquitous reproduction of the hyper-masculine and
domesticated masculinity models. Analyzing the present masculirsty icrStiffed
Susan Faludi connects "the empty compensations of a masculine mystique" to tlye heavi
prescribed 1950s gender roles (40). Although Faludi correctly links the curdent ma
panic to the 1950s, the recent crisis needs to be viewed as cyclical, ratheritieatetel
For Michael Davidson, the crisis of gendered identity "has revolved iisgi€ally every
decade since Freud," and any gendered crisis "involves an attemptlipestabi
normalize categories that are then used as the basis upon which to erect junicladal, s
and economic systems" (26). For instance, Cold War culture used the hypermeascul
model to reinforce military decisions and solidify economic institutions, saibigh-

capitalism. The domesticated model was used to support juridical policies, sadh as
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lining. Concerns about manhood and resulting masculinity crises need to be analyzed in
terms of their cyclical and reciprocal nature.

More recently, cultural and gender scholars, such Bill Osgerby, JamestGaitd
Michael Davidson, have worked to define a spectrum of mid-century masculinitysmode
that encompasses more than the hyper-masculine and domesticated modelsy With an
number of masculine roles to choose from, masculinity “remained a contesa@u te
throughout the post-war period” (Corber 8ill Osgerby argues that, as the middle class
adapted to new socioeconomic standards, “articulations of masculinities”ceamgte
Cold War culture presented the middle class with a variety of masculindiese(it4).
According to James Gilbert's studen in the Middle: Searching for Masculinity in the
1950s assumptions about the male, sexed body during the Cold War need to be expanded
in order to incorporate multiple masculinity models. Gilbert claims that there i
single, prevailing, agreed-upon norm of masculinity during the 1950s. Michael Davidson
specifically inscribes the image of homosexuals into the wide rangasguime
identities to remind readers that, during post-war culture, a burgeoning, though
subversive, homosexual identity provided alternative models for young men and women.
Davidson begins his Cold War literary study recalling the image of tedevisimedian
Ernie Kovacs playing the effeminate, outrageous Percy Dovetonsils, the ‘in@atté&
with the syrupy lisp, martini glass, and cigarette. While Kovacs’ portady@bvetonsils
was meant to reflect homophobic stereotypes, his television appearance as Osvetonsi
still offered a homosexual representation. The growing body of Cold War gender
scholarship works to justify how containment policy and cultural paranoia coestruct

wide-ranging cultural icons. This range of masculinity models, from [Dogés to

24



Kennedy, produced a masculine phenomenon much like the one chronicled by Betty
Friedan'f=eminine Mystique And Playboy'seditors exploited this masculine
phenomenon to construct and pregéialyboy'sown model of masculinity.
Playboy’sModel of Masculinity

For white middle-class, heterosexual melayboyformulated a particular model
of masculinity in response to Cold War ideology's reorganization of space and
redefinition of sexualityPlayboy'smodel of masculinity is heterosexual, wealthy,
sophisticated, educated, single, and proud of his domesticated, urban space. Even though
Playboy'sfirst editors, Hefner, Ray Russell, Arthur Paul, and Eldon Sellers, worked issue
to issue, they maintained an invariable message throughout the magazine's basic
elements. Hefner admits that the early issues consisted of “largalyt material..lt
was pickup stuff” (Weyr 25). However, Lambkins argues that while this ralateas
“pickup stuff,” it still presented a very specific image which “emphasizedadity,
material gains, and masculine cleverness” (38). Even if editors “didn't thurek thran
one issue ahead,” Hefner “knew” from the magazine’s inception what he wanted to
produce—a guidebook for the up-and-coming bachelor (25). Elizabeth Fraterrigs, claim
in Playboy and the Making of the Good Life in Modern Ametleat, from its first
drafting stage, Hefner envisionBthyboywould always promote a “masculine persona
in tune with a modern, sexually liberated, consumer society, freed of the burdens of
breadwinning and untainted by the feminine associations of consumption” (35).
Playboy’'smasculinity model modifies the hyper-masculine model because playboys
preferred to stay indoors entertaining female guests, listening tondzeading

Nietzsche, as opposed to thrashing outdoors with other men on hunting expeditions. It
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also revises the domesticated model because the playboy prefers bachelorhood in an
urban setting over a nuclear family in the suburbs.

Playboy’salternative model of masculinity, however, only slightly deviated from
reigning Cold War models. For instance, the playboy reinforced the virilityedfiyper-
masculine model, as well as preserved the heterosexuality of the domaséilc Hefner
did change the representation of a man’s ‘good life’ from one of ranch houses with grills
and dens to one of bachelor penthouses with hi-fi stereos and entertainment spaces.
Although, Hefner liked to characterize himself as a pioneer rebeljaigst the
“conformity” suffocating other merRlayboy’smodel of masculinity was not completely
subversive. The playboy model, for example, did not oppose working, women, or
commodities. The playboy’s most rebellious act was not getting marrigdthug simple
refusal, the playboy ignored the cultural markers of maturation, denied the roée of t
breadwinner, and refused to support a family. While this might position the playboy as
stalled in his maturation process, his multiple female partners and virilfigtoated a
sense of masculinity: “a playboy didn’t have to be a husband to be a man” (Ehrenreich
51). Thus, the playboy image as the rebel needs to be reconsidered. BarbaracBhrenrei
argues that taking “fun morality seriously” was Hefner’s only rebeldd).(Playboy’s
tempered model of masculinity helps to explain whyRleyboymodel of masculinity
was so successfully adopted.

Sexuality

Sex, specifically heterosexual sex, iPdgayboy'smodel of masculinity’s
fundamental element. Editors knew that Playmates sold the magazine. Discussing

Playboy'searly readership, editor Ray Russell states that readers “bought tazimeag
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for the girls” (Weyr 35). If editors took the “sex out,” the magazine would fkieed

dog” (Weyr 35). “We could have all the Nabokovs in the world and the best articles on
correct attire,” Russell quips, “without attracting readers” (35). Edlitsrs offered
readers sex, but the sex was far from vulgar; Hefner worked diligentlyi® ‘i®@x safe
for America” (Gabler 108). ASimemagazine remarked in 1967, a young, blonde
Playmate carefully posed in familiar settings in order to resemblgifth@ext-door is
hardly erotic (Ehrenreich 50). Ehrenreich argues that Hefner’s famstiyrjiand
childhood faith mollified his vision of erotic. Growing up in the mid-west with
incredibly conservative, religious parents, Hefner parlayed his sexuasias into a
tasteful, controlled empire. His parents were high-school sweethearteufi@m
Nebraska who married in Chicago in 1921. Their “severe emotional decorum” often
frustrated Hefner who assumed that “puritanical sexual tyranny” twigteat“people
into sad deformity” (Valiunas 33). Hefner has claimed that “Puritan repreissieally
the key that unlocks the mystery of my life” (qtd. in Valiunas 33). Hefner was
revolutionary only in his desire to show bare breasts and bottoms; in the early décades o
the magazine, he refused to incorporate too much obscenity and the nudity had be
tasteful. Hefner’s usual strict editorial control grew maniacamihcame to editing
sexual content. Interested in the prolonged survivRlafboy Hefner shrewdly edited
explicit text. For example, Russell recalls having a conversation witheHefgarding a
story that included the word “ass.” Hefner wanted “ass” revised to somegissmgxplicit
like “rump” (Weyr 35). Hefner also asked Russell to “bowdlerize excerpts ¢tassics
by Boccaccio and Balzac”; Hefner made Russell change the main character

Decamerorstory from a young amorous priest to a student in order to “keep the church
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off our neck” (35). The “interface of sexuality with composed self-possessiodiiced
a model of masculinity that differed from crude, hyper-masculine modeld€(110).
Intently controlling the magazine's basic sexual element produced an appriopaaise
between sexual freedom and containment.

Wealth

Hefner’s desire to make the sexual content appropriate was also extended to the
advertisements and editorials that promoted commodiR&s/boy'diberated male
model was urged to consume specific, sophisticated, manufactured commodities.
Hefner’'s most innovative advertisement campaign was “What sort of Man Reads
Playboy?” Starting in 1958, editors began embedding monthly advertisements, whic
usually contained a picture of a dapper man interacting with an attractivennoran
urban setting. Some photographs contain men drinking expensive liquor, hailing cabs, or
hosting a party, but all of the pictures reinforceqlay/boy’s purchasing power.
Underneath every photograph was text declaring how the avelageoyreader was a
trendsetter with an expendable income. The text in “What Sort of Man Reatsy?ay
was adopted from outsourced or independent studies on magazine readers, such as the
Playboycommissioned survey by Gould, Gleiss, and Benn (1955), or the Daniel Starch
and Staff (1958) independent study. These studies collected educational, ecomdmic, a
marital statuses, as well as smoking, drinking, driving, and vacationing hahits fr
Playboyreaders. The “What Sort of Man Reads Playboy?” advertisements serve dual
purposes: companies know exactly what products to market for the target audeknce a

Playboyeditors can portray a wealthy, cultured audience. By creating suchificspec

28



target audiencd&?layboyencouraged advertisers to bombard the male consumer with
upscale goods.

Playboy'spromise of material reward echoed the national call to pursue pleasure.
Hefner correctly gauged that “American consumer society, as it evalaetbre
advanced stage in the post-war era, involved more than just buying goods. It was
intimately connected to a larger ethos of pleasure, leisure, and entertaibimahibited
consumption depended on the emotional joys of self-fulfillment, not the moral
satisfactions of self-denial” (Watts 129). The editorial focus on enteré&it and leisure
time actively encouraged men to partake in the “creature comforts anditiite wdiriety
of man's more elegant, leisure-time possessions” (qtd. in Fraterrigo 4&)dcrto
Hefner, his magazine stressed the “prizes available in our society in rethonést
endeavor and hard work” (qtd. in Fraterrigo 48). Clear to position readers as cansumer
of hi-fi stereos or mechanical beds, rather than lawn mowers or grilisiseditoid

linking “consumption to fatherhood and homeownership” (CorberA3).1ong as

playboys participated in the preservation of capitalism through

consumerism, they did not threaten the projected hyper-masculine or
domesticated model. They could hang out in their kitchens, whip up appetizers, and

wear their pajamas all day--as long they kept their purchasing power.
Sophistication
Playboypromoted an idealized figure who possessed sophisticated taste,
employing wealth as a facet for its model of masculinity. In the April 1956 @skment

for Playboyreaders, the playboy model was clearly depicted:
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Is he simply a wastrel, a ne'er do well, a fashionable bum? Far from it: He
can be a sharp-minded young business executive, a worker in the arts, a
university professor, an architect or engineer. He can be many things,
provided he possess a certain point of view. He must see life not as a vale
of tears, but as a happy time, he must take joy in his work, without
regarding it as a the end of all living; he must be an alert man, an aware
man, a man of taste, a man sensitive to pleasure, a man who—without
acquiring the stigma of voluptuary or dilettante—can live life to the hilt.
This is the sort of man we mean when we use the word playboy. (73)

According to the above description, the playboy lived a full life. The ideabplalyad

to work hard to play hard. But because most readers were unaccustomed to abundance of

consumer good®layboypromised to instruct its readers in the “fine art of consumption,

cultivating taste and imparting expertise” (Fraterrigo 49). Readingd¥iee columns,

learning the jazz scene, collecting the right furniture, and absorbing thétagiture

were all necessary expenditures. From the first editorial, whichsigemmagazine

guality entertainment “served up with humor, sophistication and spice,” to its music

reviews, editors stressed sophistication (3, Dec. 1953). Thus, the material found in the

pages of the magazine would help mold readers into connoisseurs.

Hefner hardly exudes hyper-masculine tendencies in his silk pajamas and
bathrobe. Sophisticated but lanky, Hefner became “the antithesis” of the 1980s hy
masculine model for his readers. Norman Mailer described Hefner asardteer
modest cowboy of middle size” and seemed shocked that Hefner was the publisher and
owner ofPlayboyclubs (qtd. in Gabler 110). The June 1957 “Playbill” introduced
readers to Editor-Publisher Hugh M. Hefner. Penned by Hefner, the introdUatios ¢
Hefner is a “restless fellow” whose “conservative and casual” dreswags coupled

with loafers and a bottle of Pepsi-Cola (2). Apparently Hefner liked the samgs thiat

Playboyreaders supposedly liked: “jazz, foreign films, vy League clothes,ngiricaic
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and pretty girls” (2). The introduction went on to reinforce the relationship betivee
editor and the reader. It concluded wiRldyboys unprecedented popularity with the
young urbane male is a direct result of the fact that the editor-publisthéisaaudience
see eye-to-eye” (2). Gabler claims that “forswearing macho,” Hgfneferred
cocktails to whisky or beer, Franz Kline to Thomas Hart Benton, foreign spmstsca
Cadillacs and the indoors to the outdoors. He loved jazz, cutting-edge comics like Lenny
Bruce and Dick Gregory, minimalist architecture in the Mies van der Rohe amd Fra
Lloyd Wright style, and modern furniture” (Gabler 110). Gabler ends his anallysi
Hefner's masculinity by stating that “he was the epicure who alwayswhatwvas
cool” (110). And if Hefner did not always know what was cool, he had the ability to
commission writers to promote his version of sophistication.

Bachelor

The sophisticated playboy enjoyed a sense of sexual freediayboyreally
only attacked the conventional male's monogamous marriage status. Delimgta
which stressed family togetherneg® Playboymodel hardly goaded men to become the
head of a household; rather, it suggested that men escape marriage by datety afvari
women. Ehrenreich reiterates that this notion of escape was “strong stuitj dumme
of suburban migration and whéook coined the phrase “togetherness” (Ehrenreich 50,
Fraterrigo47). However, according to tirtayboyphilosophy, the magazine was
“neither wholly against nor in favor of lifelong bachelorhood” (qtd. in Fraterrigo 47).
Apparently the magazine was only concerned with promoting a longer period of
bachelorhood, so that men could “assume adult responsibilities after they had farmulate

a clear sense of identity and had come to know what they wanted in a spouse and out of
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life” (gqtd. in Fraterrigo 47). Hefner even justified an extended bachelorhodukefgobd
of the country. A longer period to “play at the finish of education and before taking the
responsibility of having a family” would combat identity crisis caused bieauthreats
and “womanization of America” (qtd. in Fraterrigo 47). And, after this “period of’pla
the playboy could settle down and “continue his well-honed pursuit of pleasurable
consumption and keep the nation's economy humming along” (qtd. in Fraterrigo 47).
Hefner assertions that the nation’s well-being depended on an extended backglte life
match his logic thalPlayboy'scenterfolds could uncover national dissenters.

Reclamation of Space

The reorganization of space is the last primary element ¢fldydoymodel of
masculinity—reclamation of domestic spade. his first editorial message to
readers, Hefner reclaimed “the indoors for men” (emphasis Ehrenreich
44). The masthead editorial told Playboy’s readers that they should
plan on spending “most of [their] time inside” (3). Hefner was
insistent that the bachelor lifestyle did not require “thrashing
through thorny thickets or splashing about in fast flowing streams”
(3). Rather, playboys were encouraged to reclaim domestic space for
themselves. Unlike domesticated males who had to carve out spaces, like
dens or basements in order to do perform masculine activities, the
playboy “would become a consumer of domestic space in his own right”

(Fraterrigo “Answer to Suburbia” 754). By carving out a masculine

domestic space, Playboyrevolutionized the bachelor pad. The bachelor pad, or the
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penthouse, emphasized sophisticated tastes with modern technologies, like4he built
bar or self-timing dimmers; advertised as necessary for sucdgskitihg women, these

technologies confirmed the bachelor’s heterosexuality (Fraterkigovér to
Suburbia” 756). Holed up in his technologically advanced bachelor pad, making dinner

for his date, the playbogonverts the home-space from a feminized space to one for the
upwardly-mobile manPlayboyused the city and the image of the bachelor pad as a foil
to the allegedly feminized suburbia development.

The simple declaration to stay indoors, rather than “thrashing outdoors,” proves
Hefner's awareness of Cold War's spatial reorganization of domestic Spece
magazine’s constant focus on the bachelor pad and the playboy penthouse forced men to
pay attention to interior spaces. As Beatriz Preciado's analysiselalyboy
architecture reveal®layboy"played in a domestic space for a domestic audience”
(Brennan 17). "Erotica in the age of suburbia,” according to Beatriz Colonsrbhe"i
fantasy of the girl next door, delivered to one's bedroom through the media™ (18).

Because Playboy’s heterosexual bachelor feels most comfortable indoors,
his skills in the kitchen and his appreciation of high art offer a
slightly different model of masculinity during the Cold War.

Dually domestic and privatized, the sp&tayboymagazineepresents may seem
trivial—a glossy magazine with advice for the young bachelor. However, tijp@zmea
should be viewed as cultural artifact which has, decade after decade, absoeigd soc
shifts and reflected them back to readers in a surprisingly consistent.fégkmaick

comparison between table of contents from a 1950 issue to one from 2011 reveals that the
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editors knew the secret to building a lasting brand: consistency. Acctodiugan
Gunelius’'s economic studBuilding Brand Value the Playboy Welere are three
primary steps to branding: defining the desired image, communicating the brand
message, and being consistent and persistent with the brand message and image (26).
With its rabbit ears and fluffy taiRlayboyhas mastered branding. Growing from
publishing a modestly-sized magazine to running international clubs, the Playimse
has consistently presented a meta-narrative of heterosexuality, upwariyreniml the
reclamation of domestic space. The only feature that interrupts this cohsistsage is
Playboy’sfiction. Therefore, it needs to be isolated from the magazine’s other features
order to understand how, and why, the fictilayboypublished often undermines its
grand narrative.
Playboy and Fiction

From its inceptionPlayboyhas always maintained an intimate relationship with
literature. Using=squireas a model, Hefner published well-known authors to help him
defendPlayboyas more than a mere “skin-magazine.” At first, Hefner’s limited ressur
forced him to search for fiction available in the public domain, such as Boccaccio and
Arthur Conan Doyle’s “Sherlock Holmes” stories. Yet, even when obtainingigbpyr
free material, Hefner often sought out a particular kind fiction to suit his aediemte
that privileged entertainment, consumption, and female objectification. tQuali
entertaining literature helped make the magazine thrive. “Dear Playdttsf’sl prove
that the published fiction is integral to its success. “Dear Playboy” fipstaaed in
Playboy'ssecond issue, January 1954. Only a third of the published letters addressed the

magazine's sexual content and only one letter gushed over Marilyn Moro®@attre!
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centerfold pictorial (3, Jan. 1954). The majority of the letters discuss eldi¢éatiares or

the fictional selections. For instance, James M. Spivak wrote about how much he
enjoyed Arthur Conan Doyle's “Sherlock Holmes.” Spivak assumes that most of the
“first-issue mail will be on Marilyn Monroe,” and admits that he enjoyedoieorial (2-

3, Jan. 1954). Yet, Spivak confesses that he enjoyed “Sherlock Holmes most of all” (2-3,
Jan. 1954). The publication of this letter suggests that, from the beginning, Hefner
wanted to make literature an integral aspect of his enterprise.

Playboy’'sreputation for publishing quality literature continued to grow. Tie
Timesnoted in 1957 that “[sjome of the best short fiction written in America today is
being published ifPlayboy These short stories are gutty and imaginative, skillfully
written, and—perhaps most important—experimental” (qtd. in Watts 131). A iere f
years aftePlayboy’slaunch, Ray Russell, a contributor and executive editor, compiled an
anthology of “the cream d?layboyprose” (vii). The collection includes stories by Jack
Kerouac, P G. Wodehouse, Philip Wylie, William Iverson, Ray Bradbury, HeBmtd,
and Charles Beaumont. In his introductioMtee Permanent PlayboRussell posits that
these stories will endure past the pages of the magazine because they tamswer
description ‘entertaining,” so—as Bryon sagely counseled—Iet joy be uncdhfing).
Russell’s introduction predicts three main threads of Playboy literataraseuline
forum, entertainment, and the “permanence” of the literary selectionsy dahe
authors thaPlayboypublished did withstand the test of time, but not all of them
addressed a masculine forum. In the 1960s, the magazine maintained over 200 page
issues and published elite critics and authors, such as Alfred Kazin, LiekdierF

Shirley Jackson, James Baldwin, and Vladimir Nabokov. Contemporary fictiterswri
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and readers have come to regalalyboyas a quality source. Ranked third on a list of
“great high-paying fiction markets,” Tina Samuels declares the nmegame of the very
top fiction markets in the world today” (par. 1) With its high author fees aneditty
large audienceRlayboystill vies for quality, serious fiction.

Some critics claim tha&layboy'sfiction fits more comfortably into an
entertainment mode rather than a literary mode; a closer analysis, hosugngsts
otherwise. Thomas Watts claims tRdayboytries to publish easily digestible morsels of
fiction, “providing a greater portion of pleasure than thought” (Watts 131). s sta
when looking for the right kind of selection, editors sought to publish “a yarn that has all
the elements of exciting story telling—suspense, ironic humor, a pip of a plot, andl a twis
ending—written with flair and flavor” (gtd. in Watts 131). According to Harvey'€ox
1961 “Playboy's Doctrine of Male,” the magazine’s fiction is simply gutar run of
stories” with a repetitive and formulaic structure: “A successful gauan, either single
or somewhat less than ideally married—a figure with whom readers haveiooltyiff
identifying—encounters a gorgeous and seductive woman who makes no demands on
him except sex” (par. 12). Cox claims the heroinBlaf/boy'sstories duplicates the girl-
next-door centerfold who “knows [her] place and ask][s] for nothing more” (par. 13). He
argues thaPlayboyauthors present “detachable and disposable” females who “present no
danger of permanent involvement” (par. 13). Cox's notion of the female as an accessory
can be generally applied to the magazine; however, much of the published Cold War
fiction involves more than boy-meets-girl to have random sexual encounter. Foreanstanc
the firstPlayboyissue contains three fiction selections and only one of those deals with

sexual intercourse—one of the “Tales from the Decameron.” And while Bogsac
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bawdy classic can be classified as a humorous tale of adultery, the fabissfiation is

on the relationship between the two main male characters, Spinelloccio and Zbppa.
remaining two stories, Arthur Conan Doyle's “Introducing Sherlock Holmes” and
Ambrose Bierce's “A Horseman in the Sky,” do not even include any femaleigrara
let alone one that readily seduces a young man. Thus, despite being marketed as a
swinging bachelor lifestyle manual, Cold Wlayboyfiction taught men to be romantic
heroes, faithful companions, and keen observers.

With Playboy’'swide array of fictional selections, editors seem to view literature
as a necessary tool that proves a certain level of sophistication, a tool needéeth® ‘ge
girl’. Playboy'searlyliterary selections were, in many ways, closer to the popular,
instead of the literary culture: commentaries on sex, stories of "the jazzvonideg’ and
far-out tales of science-fiction (Fogarty 228). Slow to publish up-and-coming
challenging fiction, like the fiction that appearinglihe New Yorkeor Esquire,Robert
Fogarty claims that Playboy's literary selections "always fokbarethe heels of success
rather than breaking any new ground” (228). For evidence, Fogartylaidgsoy's
propensity to publish authors, like Philip Roth and James Baldwin, only after their
commercial success. But Hefner seems to have included popular authors faitwo m
reasons: to help sell magazine copies and to propel readers into "mainstream debates
about society, economics, and culture in post-war America" (Fraterrigb&playboy
could patrticipate in cultural discourses—he might be more successful ifPlagdboy
successfully proves that quality literature can appropriately be judadpegh naked
pictorials in mass-produced entertainment magazines.

A Literary Tradition of Virility: Hemingway and Mailer
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Playboylinked sophisticated readings with nudity and restored “elite culture” to
its “rightful place as a model of intellect and manliness” (Gilbert 199)ghHiefner
hired the up-and-coming journalist Auguste Comte Spectorsky as aniedifis6, for
the express purpose of elevating the magazine’s literary content. ldefrstered
Spectorsky “a real heavyweight” because of his literary talents astdd®ast
connections. Spectorskyl$ie Exurbanitebadrecently reached the bestsellers list, and
he had the literary connections needed to “upgré&deyboy’sfiction (Fraterrigo 32).
While Hefner and Spectorsky did not always agree on lifestyle choices, ¢éneyuath
committed to producing a virile, high-culture publication. According to Spdgtors
Playboywas his platform to “redefine male readers as ‘whole men’ (Gilbert 207). He
wrote:
Each issue is a tacit statement to [readers] that they are responsnee to fi
fiction and to pretty girls; to Lucullan dining and drinking and to serious
articles and interviews that bear directly or philosophically on today’s serious
issues; to sports cars and classical music, jazz, fashion, the struggié for ci
rights, bachelor high-life, and the world of business and finance. (qtd. in
Gilbert 207)
Spectorsky sincerely believed th&ltyboywas a viable vehicle from which to “preach”
his literary tastes. For Spectorksy, the literary selections would proadersean outlet
for discussing the pertinent issues of the day, providing them with the knowledge needed
for sophisticated conversations. Spectorsky immediately began recpetisgnal
friends to contribute the magazine; for instance, he solicited Ken Purdy, \Rkiie
Vance Packard, and John Steinbeck to write fiction and non-fiction pieces. Hefner and
Spectorsky worked together to “remasculinize American literature@mslimerism
through the juxtaposition of good writing with pictures of nude women and sophisticated
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advertising” (Gilbert 207). Spectorsky looked to authors, like Ernest Hemingway and
Norma Mailer, to accomplish this lofty goal.

Spectorsky'’s first order as editorial director was to increase fe@ddgooy’s
writers, “offering one of highest fee in the magazine trade” (Fratedty. By
increasing author fees, Spectorsky altdr&yboy'seditorial process for finding and
publishing quality fiction.Playboyno longer had to recycle copyright-free material and,
with fees ranging from $1,000 to $5,000 dollars per fictional selection, contributions
began pouring in. Spectorsky created a literary editorial staff devotedttogstiifough
these contributions; he kept on Ray Russell, but later hired Sheldon Wax, Murray Fisher
and Nat Lehrman to bring in fresh perspectives (Watts 193). Yet, Spectasky hands-
on editor, “shouldering many tasks...from securing writers to reading exedythat
went into the magazine, from integrating the various editorial functions to sawing
liaison between editorial and circulation” (Watts 91). Spectorsky alsweld®layboy’s
author contracts and began offering authors “first refusal.” Under this plazh) tinei
magazine still operates under, authors d&lagtboyeditors a large amount of material
consisting of anything they might want publishBtgyboyreserves the right to refuse
any material but in return for sending multiple contributions, authors can nedotiate
higher fees (Combs 1003). Spectorsky set up clear guidelines to ensitaybat’s
literature would remasculinize the act of reading (Gilbert 207). Thesarltguidelines
suggest that Hefner and Spectorsky believed literary selectiongswereial component
of Playboy'sethos. Each issue Bfayboywould be an implicit statement to readers—

they were responsive to both naked women and fine fiction.
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Spectorsky sought to publish works devoted to the celebration of masculinity as

his response to the post-war masculinity crisis. He instructed his fatafirto discard
any “castration-defeat-doom stories” in favor of “Hemingway heroeso. ggal with the
world instead of cringing and having high-tone failures” (Gilbert 208). Using
Hemingway to advertise the magazine's commitment to masculinity,08glechelped to
resurrect the masculine, intellectual man during the 1950s gender debatetors&pe
based much of his criteria for quality fiction on Hemingway, the author and the rmhan. T
magazine’s 1956 September “Playbill” proclaimed Hemingway as a man of
“unimpeachable morals” and possibly the “greatest writer in the world"Riayboy
reliedon Hemingway to prove that reading elite literature would not negate nmesculi
identity—that, in fact, reading such literature could make one more of a man.

Hemingway'’s words appearedmtayboyonly minimally, but his literary presence
directed much of the editorial content selected for publication. Accordinigoimds
Weyr’s Reaching for ParadisdHefner desperately wanted to include a Hemingway
original in the inaugural 1953 issue (10). Yet due to the magazine’s content and
budgetary restraintsPlayboy'sfirst issue’s editorial content only cost $2,000—Hefner
could not obtain the Hemingway, John O’Hara, or James Thurber pieces he so desired
(Weyr 10). The New Yorkethaughtily” refused to sell Hefner reprint rights for a Thurber
piece and Hemingway'’s publisher rejected Hefner’s request “becausadpdzine had
not ‘demonstrated its character™ (Miller 35). It would take three yaadsover 300,000
subscribers until Hefner and Spectorsky could include Hemingway's presenge. The
commissioned Jed Kiley for his unauthorized Hemingway biography, to bezeatiali

over eight issues. Beginning in September 1956, with the first installmenegisKi

40



“Hemingway: A title bout in ten rounds,” Hefner and Spectorsky added to the ofyths
Papa. In that month’s “Playbill,” editors remind readers that Hemingasyfor many
years, “hit the bottle, tumbled wenches” and “enjoyed such organized carnageasd
bullfighting” (2). Quick to dismiss accusations that his actions were immosahful,

they paint Hemingway as a cheater of death who became “a scarred and bearded
American legend, a Great White Hunter, a husband of four wives, a winner of Nobel and
Pulitzer Prizes” (2). They quote Alfred Kazin’s praise of Hemingwsittee bronze god
of the whole contemporary literary experience in America” (2). But sd@ins most
important about the Hemingway myth is that he comes from a middle-class, devoutly
Christian family in the Midwest—the same family history as Hefner amayflayboy
readers. Hemingway appears to be the quintessential literary moB&yboybecause

of his roots and his eventual fam@rowing out of middle-class America and a devoutly
Christian home, Hemingway became “the hard-drinking, death-happy...swaggering,
irresponsible author of best-selling Hollywood fodder” (2). This image ofihtpaay—

a Midwestern everyman growing into a courageous, financially suatemsf

intellectual author—supports the grand narraieeyboypresented for its readers. Every
male has the potential to get the woman of his choice if he works hard, pagtidipat
capitalism through conspicuous consumption, and reads quality fiction.

Playboyeditors continued to add to the Hemingway myth throughout the 1960s. In
January 1961Rlayboypublished “Hemingway Speaks his Mind,” quotations from a
variety of Hemingway'’s collected and unpublished works. Editors thoroughly searched
Hemingway'’s works for scraps of prose suggesting his lifestylaasnithat of a playboy.

Quoted topics range from musings on Cuban women to his many cats, but the myth of the
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man that emerges is one of strength and smarts. For instance, Hemingwaystiinse
about war, being hit with a mortar shell, seeking death, killing, drinking, boxing, bull-
fighting, cooking a lion steak, deep-sea fishing, gate-crashing and cresinyl readers
of his masculine persona. His ruminations on hunting are particularly insightfui: “Y
must be calm inside, as if you were in church, when a lion or a rhino is coming at you. A
charging rhino will come in at a trot that turns into a gallop. I let him come mubtlerfar
than is good for either of us in order to be truly sure of my shot. Then | squeeze the
trigger” (96). Hemingway'’s use of the second person oddly addrieéEsdsoyreaders in
the comforts of their suburban homes or urban bachelor pads. Littered in-between
musings on big-game hunting are serious deliberations about being a writer. Editors
present Hemingway’s observations regarding the classics, contemihaangs, revision,
Mark Twain, style, symbolism, the ice-berg principle, and the Nobel-prizd¢orE@iven
include Hemingway’s criteria for what makes a great book: “after iyshfreading it
you feel that all of it happened to you and afterwards it all belongs to you; the good and
the bad, the ecstasy, the remorse and sorrow, the people in it and the places and how the
weather was” (96). Hemingway'’s criteria for active readetigpation mirror how
Spectorsky wantBlayboyreaders to feel after they finish reading his literary
selections—as if the story’s contents happened to them.

Hemingway'’s quotes concerning sexual relationships also supp&tiatyteoylife-
style; Hemingway becomes an honorary playboy. Even in his dream#)dieay is the
spitting image of a playboy: “In my nocturnal wanderings | am alwaysdasgttwventy-
five and thirty years old and am irresistible to women, dogs, and on one occasion, to a

very beautiful lioness, who subsequently became my fiancé” (96). Thelgagd in life
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that Hemingway wants are whalayboyreaders allegedly want as well: wine, bread, oll,
salt, bed, early mornings, nights, days, the sea, women, love, and honor (97). In this list,
Hemingway conflates necessities, like food and sleep, with amenitiesdikenvand

early mornings. Much d®?layboy’'seditorial content, like its monthly Playmate, sought

to make sex and honor necessities.

After the success of “Hemingway Speaks his Mitldyboycontinued to use the
myth of Hemingway to promote its literary selections and grand narrative. In 1961,
Spectorsky serialized Hemingway'’s first authorized biography. Ségtpaid a
reported $25,000—approximately equivalent to $160,000 in current United States
dollars—for the serialization rights (Harry Ransom). Beginning in Decgrhbrester
Hemingway'’s “My Brother Ernest,” spanned four issues and over sixty pagbished
only eight months after Hemingway’s suicide, “My Brother Ernest”iveckfavorable
reviews fromPlayboyreaders. Readers responded so well to the Hemingway material
that Spectorsky published Hemingway’s “Advice to Young Men” posthumously in 1964.
Consisting of previously unpublished observations on some of the ground rules of life
and literature, this piece is eerily similar to the earlier “Heming®peaks his Mind,”
sans the heavy dose of observation on traditional masculine activities like duging
game hunting, and fishing. The main focus of “Advice to a Young Man” seems to be on
the art of writing and responding to critics. This shift could be due to the fadtithat t
advice is dedicated to both young men and women; however, there is a section “On Love
and Women” that invalidates women as an intended audience. Hemingway shares hi
wisdom on other topics, most notably education, achieving success, happiness, living

with honor, prejudice, death, faith and the future. The piece concludes with a
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Hemingway quote that reinforc@sayboy’scall for its readers: “All the glory of life, all

the romance of living, all the deep and true joys of the world, all the splendor and the
mystery are within our reach” (225, Jan. 1964). Hemingway’s advice echoes thef hear
Playboy’scall to work hard enough in order to enjoy the products of capitalism and a
female companion.

Relying so heavily on Hemingway allowed Spectorsky to “advertise dyanme’s
commitment to masculinity” (Gilbert 209). Hemingway'’s “reputation aseadiy tough
guy” had been well established in the 1930s (OsgerbyE&juireproudly featured
Hemingway for his “rough-hewn machismo,” even offering him one thousand shares of
stock in 1937 (Osgerby 47). Due to Hefner’s relationship Bsttpuireand Spectorsky’s
desire to remasculinize readers, Hemingway became an obvious “godfatiteg
journal during the Cold War. For instance, rather than publish what Spectorskgdiee
literature of “morass incense and butterflies and Spanish moss, of precyteismdt
hyperfine imagery,Playboypublished what it considered to be quality, ableit accessible,
fiction for its masculine audience (2, Sept. 1956). It did not want any writers too busy
“exploring stylistic jungles”; instead, it wanted Hemingway, “perhagsbgse he has
trekked many a real jungle in his life” (4, Sept. 1956). Spectorsky claimedrtedvo
veer away from stories likely published Dlge New Yorkerstories that reflected what he
called a “womanized,” “neurotic,” and “castrating world” (Gilbert 20&)jle promoted
Hemingway'’s attributes because he knew the magazine “was surely't de€galy
hundreds of ‘fine’ stories a month which are intricate embroidery on the motto: The
Sensitive Misfit is a More Interesting Man and a worthier Topic thanVée Who

Fulfill His Masculine Destiny” (Gilbert 208). Instead of wasting timée®ing stories
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about sensitive misfits or mutilated heroes, Spectorsky wanted Hemirmgpnass.

And yet, ironically, Hemingway’s heroes are often castrated in scager
another. While many of Hemingway’s characters are ‘real’ men on ttiefiesd or on
the hunting grounds, they could also be classified as androgynous, in terms of their
sexuality. These misgivings about Hemingway'’s sexuality are subtlyssddren the
1956 September “Playbill,” the same one that praises him in comparison to other
contemporary writers as a “standing out like a rugged oak in a field oftéghansies”
(2). Inresponse to the rhetorical question, “What, then, is Hemingway?”, editbiis lis
drinking and death-defying, before calling him “sexually insecure” \(2hy would
Playboyeditorsadmit this, in the same announcement that begins over a decade of
Hemingway contributions? Why would a magazine striving to push its elite,
heterosexual agenda on middle-class American men, rely on a sexualyenaethor?
Quite possibly, Spectorsky assumed his readership would miss the subifiealass
Maybe Spectorsky published only Hemingway’s non-fiction to avoid the obvious
contradictions. Or, more likely, the myth of the man looms larger than fiction.

Similar to its heralding of Hemingwalklayboyrelied on the cultural myths
surrounding Norman Mailer; beyond writing combative and controversial prose, and
stabbing his wife, Mailer looms over American literature “longer anctatgan any
writer of his generation” (McGrath). His virile image fits irtayboy'sagenda, and his
non-fiction texts reveal the historical shifts in post-war masculinity aectstns. The
“most transparently ambitious author of his era,” Mailer was a prolifieasusocial
commentator, and cultural provocateur (McGrath). He cofouitied/illage Voiceywon

the Pulitzer Prize twice, ran for New York City Mayor, married sixeddht women,
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fathered eight children, directed films, and made sure everyone knew his name by
appearing on talk-shows and participating in many interviews. In shorgridail
ambition and the immense quantity of his work make him an appropitatboy
contributor. Similar to the waiglayboyrecruited Jack Kerouac for his cultural currency,
Vladimir Nabokov for his literary career, and James Baldwin for his rataakte, editors
relied on Mailer for his ever-present, masculine persona.

Mailer had already established his tough-guy persona by the end of the 1960s. Hi
violence in his war novellhe Naked and the De##948), and the obscenity Trhe Deer
Park (1959) set the stage for Mailer’s 192@lvertisements for Myselfa tough-guy
writer’s apologia for his literary life” (Castronovo 180). In his life aner&ture, Mailer
can stand in as a Hemingway hero, especially because Mailer lacked Weawitng
ambiguous sexuality. ThuBJayboyeditors, from Spectorsky to Christine Hefner,
frequently used Mailer to connect with readers. Beginning with an “Afbeirsi Book
Review reference tdhe Deer Parkn January 1958 and lasting to the publication of his
conversation with Michael Lennon, “On the Authority of the Senses,” in December 2007,
Mailer contributed directly t&layboyon seventeen different occasions. Mailer even
wrote the keynote piece f@layboy’sfiftieth anniversary issud?layboyposthumously
published “A Man of Letters” in January 2009 to honor Mailer. The byline to the éeatur
reads: “A literary giant’s correspondence on Hollywood, celebrity, anétgagows him
to be a critic and crusader, pugilist and poet” (70). That simple eulogy fotia Ipaeer
sums up whyPlayboycontinued to rely on Mailer for his non-fiction and fiction
contributions; Mailer’s persona represenitdyboy'scommitment to masculinity and

intellect.
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Mailer’s relationship witiPlayboyinvolved lawsuits coupled with considerable
praise. For instance, aftelayboyeditors paid $5,000 for the essay on his debate with
William F. Buckley, Mailer sue®layboyon the grounds that his work was worth more
than the paid sum (Buckley). Mailer also wrote to editors denouncing them fandabel
him a liberal: “I don’t care if people call me a radical, a red, a revolutionary, silet
an outlaw, a Bolshevik, an anarchist, a nihilist or even a left conservative, but please
don’t ever call me a liberal” (8, April 1963). And later, in 1975, EImo Henderson sued
Playboyfor publishing “The Fight,” in which Mailer states that Henderson had been in an
insane asylum (Manso 560). But, according Arthur Kretchmer, oR&agboy’s
executive editors, Mailer was “a long-run investment” (Manso 561). In argbfcom
Peter Manso'8ailer: His Life and TimesKretchmer explains howlayboydid not
“function on pornography dénquirerlike sensationalism. It functioned on the fact that
people who rea®layboyhave a certain sense of upscale events, and Norman'’s part of
that psychology” (Manso 561). In the 1970s, Kretchmer wanted to publish a magazine
that “reflect[s] what’s going on in America...and that magazine has to have Norma
because it’s a different world without Normdtayboywith Norman is a magazine of the
moment, of impact. Powerfully, incontestably, Norman has tried to express oueera. H
looks through infinity and says, ‘Who are we? What have we done? What can be done?”
(Manso 561). Kretchmer seems beguiled with Mailer, but other magazine edors, |
William Phillips of thePartisan Revievand Gordon Lish fronkEsquire,also sought out
Mailer. Based on his growing famesquireaccepted Mailer’s offer to write a monthly
column, “The Big Bite,” which ran from November 1962 to December 1963 (Dearborn

179). Clay Felkersquireeditor, claimed that he assigned Mailer to write about Jackie
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Kennedy because “&squirewe loved to start fights”, and hiring Mailer to write about
the First Lady immediately after he had stabbed his wife was “obviougigdas3).
The enthusiasm surrounding Mailer as a magazine contributor was only reinfoveed w
his “Prisoner of Sex” (1971) sold mararper’s Magazineopies than any other issue in
the magazine’s history (Manso 462). Like Kretchman’s praise for the authdéey Bai
praise forPlayboy,and its founding editor, seems equally enthusiastic. When covering
the Liston-Patterson fights, Mailer recorded his first impressions dterh@urs
PlayboyMansion party. After detailing the mansion’s exaggerated dimensions, Mailer
compares Hefner to Fitzgerald’s American hero: “He had a quality not ualke J
Gatsby..there was something of a mustang about Hefner. He was not the kind of man
one would have expected to see as the publisher of his magazine, or the owner of the
Playboy Club, nor certainly as the undemanding host of his exceptional estabtishme
(gtd. in Miller 130). This exchange of praise reveals how integral cultural rogthbe
for the success of a mass-produced glossy magazine.

To “further gentriffy]” its heterosexual perceptiddlayboyhired writers like
Mailer to virilize high culture (Schuchardt). For instance, editors askéemia
participate in the firsPlayboy“Panel on Censorship in Literature and the Arts” in the
July 1961 issue. Mailer’s insights on censorship shine amidst the jumbled thinking
presented by the panel and editors asked him to return for the next yearsrpartss
Womanization of America” (June 1962). In “The Womanization of America,” Maile
endorsed Spectorsky’s claim that men are in need of remasculinationr édailended
that “women are becoming are becoming more selfish, more greedy, less rolassitic

warm, more lusty, and more filled with hate” (44). In respongddagboy’sconcerns
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about females refusing to complete household chores, Mailer states énais“tieen a
shift in the social and biological function of the woman, where she is expectedo..not s
much to create a home as she is to be an aide-de-camp or staff general toiansambit
opportunist” (49). Pinpointing the Cold War as the “certain historical phenomenon” that
“allowed penis envy to develop,” Mailer eloquently states that during thesessanee”
moments in history, there is a tendency for “this coming together of sexes” (134,139).
Mailer remindsPlayboyreaders that “masculinity is not something one is born with, but
something one gains. And one gains it by winning small battle with honor” (142). He
warns those American men who fear the destruction of their masculinity torpefwa
mass media because it gives an unrealistic view of life. Mailer clamh$hte majority of
mass media is out to “destroy virility slowly and steadily” (142). Mailarggument
directly reinforces Spectorsky’s thoughts on masculinity’s fundamhamdlaise in

America and supports his argument for the necess®yagboy American men needed
magazines likélayboyto help combat the insipid depictions of masculinity in the mass
media.

Playboyrelied on authors like Hemingway and Mailer to remasculinize literature;
however, editors seem to rely on these authors’ personas rather than tleeirqmos
instance, Mailer only published one true fictional work vidtayboyand that work,
unlike his non-fiction contributions, does not abide by Spectorsky’s guidelines for
masculine literature. Technically a screen-play, the “Trial of thddtk” (1976) is an
adaptation of J. K. Huysmarisa Bas. In the screenplay, Mailer appropriates the original
novel’s protagonist, Durtal, to revisit”‘l‘@entury Paris. Superficially, the story seems to

contain all ofPlayboy’snecessary criteria for a quality story: the hero is not castrated; he
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is heterosexual, and he is an intellectual, deeply entrenched in his researcheabrsit t
documented serial killer. However, the focus of the narrator’s researcleis @& Rais.
Once Joan of Arcs' second in command, Gilles de Rais transformed into a documented
serial killer and practitioner of Satanism who “cannot speak of the thoughts [he has]
when young boys pass before [his] eyes” (132, Dec. 1976). De Rais moves beyond the
15" century acceptance of fornicating with young boys and begins to abduct, rape, and
brutally murder them. Once dead, he uses their bodies in unheard of ways for sexual
pleasure. While Mailer’s tri-part role as novelist, journalist, and hatdrelp to explain
the fascination with the historical content, the story’s form and stylexaremely
peculiar. Mailer’dictional contribution tdPlayboyis representative of the magazine’s
literary selections: it does not quite Rlayboy'smasculinity model and it leaves the
reader questioning certain aspects or characteristics of the stahyth@/iTrial of the
Warlock,” readers can question why Mailer used a screen treatmentthevégcond
person?; the original protagonist was a thinly veiled caricature of thearagithor, so
what kind of layer does a new author offer? Upon closer analysis, Magr's to this
century-old French novel erodBtayboy’sheterosexual, wealthy model of masculinity.
Why would editors pay for and publish fiction that undermines its stated objectives? In
fact, much of the fiction editors published contradicted, in one way or another, the
Playboynarrative.
Conclusion

Much of the fiction Spectorsky did end up publishing challeri®gjaglboy’s
narrative. For instance, Jack Kerouac’s “Good Blonde” (1965) contains a hero who

would rather sleep under a bridge than in a round, mechanized bed. Vladimir Nabokov
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and James Baldwin publish stories with homoerotic tendencies. And even lan Heming’
James Bond series undermimidayboy’simpetus for virile fiction because what, for
Playboy,is sexual license becomes, for Bond, a license to kill (Nadel 143). Flemdng a
Bond, the archetyp#&layboyauthor and hero, first appearedilayboyin May and June
1953 with the serialized story, “On her Majesty’s Secret ServiceCohtainment

Culture Alan Nadel argues that James Bond is “both quintessential playboy and the
renunciation of almost everything for whieflayboyargued” (143). Nadel suggests that
Bond is “in fact the magazine’s perfect mirror image” because Bonddreageything

from technology to women differently th&tayboyadvised or promoted (144). Nadel
states that, unlike the playboy, Bond has a caviler attitude toward highadghts—he

uses up gadgets as opposed to using them for leisure. Bond might have had been
associated with good taste, with his high-class suits and expensive cars;ksuthali
Playboyreader, Bond was “inextricably linked to an apparently limitless expense
account” (143).Playboyeditors encouraged readers to participate in consumer culture;
Bond, on the other hand, is not a member of a society interested in acquiring
commodities or in participating in codes of consumption. Besides Bond's ogjetti
capitalistic fetishes, Bond also relates to sex differently than a@jalpes: “Whereas
Playboyconsidered sex an appropriate topic of discussion for mature adults and urged
frankness and openness, Bond specialized in the coy double entendre that made sex a
topic always present but never frank and never open to discussion” (144). Bond does not
even get to fully enjoy a female’s companionship; Nadel Gikesderball in which

Bond explains to his latest sexual partner that he had acted only in the interest of the

Queen and “received no pleasure from the experience” (145). Fleming chageacte
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Bond as regarding “women with distrust, seeing each woman as a poteissirdsas
opposed to a potential playmate (144). Therefore, the pleasure principle—slefost’
oft cited principle—is absent in the Bond stories. On the surface, Bond gets tle@,wom
the high-tech gadgets, and the cars that playboys covet, but his relationship t® the
autoerotic.

A great deal of the fiction also destabiliZiayboy'spraise of the bachelorhood
lifestyle, in addition to undermininBglayboy’spleasure principle. For instance, through
the mid 1960s much of the literature could be classified as Gothic romance fictioh, whi
often includes narratives of traditional marriage. Marilyn Michaud, Bmnginsl
American Gothic scholar, analyzes wiRkayboys early fiction “paradoxically”
encouraged readers to become husbands. She questions, “What does Gothic romance
fiction teach the aspiring playboy? How does an aesthetically middlegarblication
with images of wholesome, semi-clad young women sit comfortably bedaseof
horror and distress?” Exposing the magazine's internal contradictions, Michaesl iargu
is “not surprising” to find traditional narratives ayboy“given the gender politics and
the national anxiety over masculinity in the post-war period.” Michaud corsthdéthe
Gothic stories, while seemingly paradoxical to Hefner's agenda, refléataosulture
because they focus on marriage and family. According to Michaud, teaching batthelors
be heroic rescuers of distraught females will teach them to be good husbdnds.it T
seems plausible that while Spectorsky sought to publish accessible, emigfiatran
with masculine heroes, he ended up relying more on authors’ reputations or theat cultur

myths—Ilike Jack Kerouac, Vladimir Nabokov, or James Baldwin.
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CHAPTER 2—BROKE AND ONE THE RUN WITH JACK KEROUAC

On the surface, Jack Kerouac's “Good Blonde” (1965) supptaigoy’sCold War
masculinity model.Playboy'seditorial content promotes a heterosexual, well-educated,
upper-middle class, model of masculinity for its mainly white, male readlbe playboy
ethos rebels against monogamous relationships and celebrates Cold War calls for
conspicuous consumption. Its centerfold encourages the male gaze upon the objectified
female body. In the “Good Blonde,” the half-naked, female character betoeesus

of each male character’s gaze; the male narrator blatantlysréjecideal post-war
suburban life by refusing to marry or settle down outside of an urban center.eAnd, y
this selection opposdédayboy’smasculine narrative because the “Good Blonde” negates
one ofPlayboy’smost valued criteria: lavish spending on goods acquired for the display
of wealth. The main character, like Kerouac and the Beats, presents lasngatfabond;

he would prefer to camp out on the “riverbottom” than dwell in the Playboy mansion
(144). Marking the beginning of the end of Kerouac’s relationship Réiboy “Good
Blonde” represents the rocky relationship between author and empirackiKerouac:

A Biography,Tom Clark states that the men’s entertainment magazines “were just about

the only publications that held no prejudice against Kerouac” (177). Yet, Clark’s
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assessment disregarfdksyboy’'sobviousprejudices against Kerouac and the Beats. For
example, editors would solicit Kerouac for articles concerning the Besdr&en and
then print selections condemning the Beat lifestyle, such as Martin St¢btioty,
Dickory, Kerouac” or the reportage in “The Beat Mystique.” In one asp&stboytried

to “co-opt the movement” with Kerouac and features such as the “Beat Pédy(lvatts
134). But, ultimately, editors used the Beats as a foil to help defayboy'smodel of
masculinity. Playboyaligned itself with the Beats’ rebellious lifestyle but distancedfitse
from their low-class living. Even though Hefner admired the Beats for their non-
conformity and sexual excesses, he was appalled with their disillusibwitien

American capitalism and claimed th&layboyhas become, in its first five years, the
voice of might be aptly called the Upbeat Generation” (gtd. in Watts 134). Whieeeas t
Beat Generation was known for dropping out of society, Hefner’s “Upbeat Generation”
embraced American creeds of working hard for social and materiaksesceHefner
used the “up” to stress the main difference between the two movemkEyisoyreaders
were hardly beat down because they understood that working for a living equated to
having a good time.

The Beats’ model of masculinity established the “rebellious, freeespiaind
sexually charged male persona as a popular model of masculinity for youmig@me
men” (Carroll 50). Triggered by Allen Ginsberg’s obscenity trialdHfowl and Kerouac’s
success witlon the Roadthe Beat movement became a national phenomenon associated
with cross-country hitchhiking, hipsters, spiritual journeys, and juvenile delinquency.
According to Amiri Baraka, the Beat movement involved a “distinct reaction...to

reactionary politics, reactionary life style of American rulingsland sections of the
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middle class, reaction to conservatism and McCarthyism” (Baraka 130). Even though
this reaction often lacked a cohesive protest, it created an intense modstafimits.
The Beats’ iconic model was marked by “spontaneity, improvisation, and gpedssion
to convey both their deep alienation from consumer society and their rejection of a post-
war masculine ideal that stressed hard-work, family responsibility,taod s
heterosexuality” (Carroll 49). The Beats rejected the rise of rak$ewvalues by refusing
corporate employment and the availability of mass-produced consumer goods. They
interpreted middle-class life as a threat to the individual male spirit. Windlgt and
men’s magazines, likelayboy,celebrated the Beats’ “supposed personal and sexual
freedom as representative of longstanding American ideals of manhood” (5®ralBe
viewing women as sexual objects, the Beats “nurtured a defiant masculine sebcultur
founded on male comradeship and dedicated to a kind of personal freedom defined by
sexual license, casual drug and alcohol use, and literary experimenta@pr~qr the
Beats, male bonding was required for the adventures that would lead to spiritual
fulfillment. However, this bonding incurred fears of homosexuality and gangneie)
making the Beats a focal point for mainstream anxigfilgs/boy,in particularpromoted
the Beats’ heterosexual indulgence, while ignoring their more trassgrésndencies.
Setting Up the Foil

Immediately after the success@h the Roadmen’s magazines promoted the
Beats movement by “featuring the Beats as audience draws in theiatmewnd status
wars” (Lee 190). Many magazines engaged in a publishing battle, promotingats: B
literature to a mainstream audienBé&yboyeditor, Ray Russell actually purchased John

H. Kerouac’s “The Rumbling, Rambling Blues” from Sterling Lord sometm957,
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even though Russell, enjoyed the piece, he did not push publication until Kerouac “hit it
big” after On the RoaqWeyr 47). Life magazine covered the Beats after Ginsberg’s

1957 trial, andEsquirecommissioned John Clellon Holmes for “The Philosophy of the
Beat Generation” in February 1958. In Paul O’Neil’'s “The Only Rebellion Arounf”
observed that the Beats were “against virtually every aspect of cAmamnican society:
Mom, Dad, Politics, Marriage, the Savings Bank, Organized Religion...to say nothing
the Automatic Dishwasher, the Cellophane-wrapped Soda Crackers, thieeSpllt-

House and the...H-Bomb” (gtd. in Ehrenreich 53). In 19&8iday purchased

Kerouac’s travel pieces for $2,000 an article. In 1#s8juireadded to its status by
purchasing works from Kerouac for its March and May issues.

This publishing battle resulted in cultural exposés that focused more on lifestyle
than literary accomplishments. A year laRgyboytrumpedEsquireby publishing
Kerouac’s more serious “The Origins of the Beat Generation” and printiepr&the
Road” in its December 1959 issudfe followed with the photo-essay “Squaresville
U.S.A. vs. Beatnik” in 1959 and “added its middlebrow weight” to the magazine
obsession with a “disapproving” story (Lee 190). Ironically, even these negative
representations of the Beats furthered promotion of the “beatnik lifestyle”. @8ljay
published Kerouac's “The Roaming Beatniks” in October of 19$8wsweekjot in on
the action, publishing “Every Man a Beatnik?” and “Ministers for the Beatnik3tine.

In 1960, Kerouac refusddoliday’s $1,200 offer to write a piece on Canada but published
“Tangier to London—A Beatnik Pilgrimage” in February and “The VanisAimgrican
Hobo” in March. Other men’s entertainment magazines, suSlwask, Pageangnd

Nugget,ncluded Beat prose in the early 1960s; for instaBeegnkincluded “Dreamed
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in My Sleep” in its March 1961 issudsscapadea slick glossy that competed primarily
with Playboy commissioned Kerouac for his “The Last Word” bi-monthly column
between 1959 and 196dewsweek'd963 review of Kerouac¥ision of Gerardabeled
him as a “tin-eared Canuck,” bdbliday ignored the slander ampdiblished “On the
Road with Mother” in May 1965 (Maher 385playboyseemed to have the last word
when it published Kerouac’s “Good Blonde” in 1965. Even when the magazines
negatively depicted the Beats, their lifestyle was spread over expensiuéslay
America’s largest circulating magazines (Ehrenreich 65). Focusing @etts’ lifestyle,
rather than their literary accomplishments, allowed each magazine tit éxel
movement for particular capitalistic agendas.

Playboy'sexploitation of the Beats, especially Kerouac, often resulted in turbulent
relationships between authors and editBtayboydid not hide its ambivalence for
Kerouac and the Beats; in the late 1950s and early 60s editors followed every Beat
selection with a negative review or satirical articles. The firstdfitiiese mixed
feelings appears in the November 1957 “After Hours” Book Revie@othe Road
They describe Kerouac’s nowves a “far-out tale of a cross-country romp by two
articulate members of the ‘beat generation™ (17). Seemingly proud of thectérs’
lifestyle of “hitchhiking, stealing, loving, digging cool jazz and yakkinggitors state
that they “live life furiously” (17). As in Norman Mailer’s “White Ige,” the hipster
lifestyle is revered because there is “much drink, all kinds of dopes, there &g poet
jazzmen, whores and plenty of sex” (17). The last line of the review foreshadows the
tumultuous relationship between so-called hipster and sophisticated playboy:

“NeverthelessRoadis a disturbing book, a sharpie’s travelog full of literary
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Weltschmerzazz slanguage (sic) and the frenetic doings of a bunch of sensitive,
pathetic—but interesting—cats” (18). By usiryeéltschmerz,’a word coined by Jean
Paul to describe romantic writers’ pessimistic worldview, editors ilitsstthe connection
they see between the Beats and the romantic authors. Editors depict the Beats as
empathetic group saddened by the realities of Cold War America, buvéneyoo
affected by post-World War Il traumas, causing editors to label thathetic.” Beats
may pursue the same acquisitions of a playboy—jazz, women, and qualityiéeraiut
because they ruminate on suffering, they are little more than “ititgrescats” (18).

The success dn the Roadhowever, encouraged editors to publish Kerouac’s “The
Rumbling, Rambling Blues” for the January 1958 issue.

“The Rumbling, Rambling Blues” is a complex vignette, which includes the
characteristics that would later make up Kerouac's “Legend of Duluoz.” hidresketch
is set in a post-war Des Moines diner and contains typical charactesistiesouac’s
literary style: a young, seeking narrator; an older, wiser vagrasttpBrson narration;
romanticized Others; and the pull of the road. The simple plot consists of a young
narrator, Slim, serving an old African American hobo from the Southern swdmps.
exchange for a meal, the hobo sings the blues. In his first song, he sings ablbiagtrave
north, to Montana, in search of his father. Most of Kerouac’s charactersoauvise
search for their fathers, and Montana holds particular importance for Kevecagse it
“symbolizes both the origin of the Missouri River and the land of the macho father”
(Jones 247). To characterize the hobo, Kerouac uses a regional dialect: “He pronounced
his words so darkly | had to ask him what they meant: ‘nine-tunny-na’ was nineteen

twenty nine, ‘polan-may’ was Portland, Maine” (71). The adjective “dandfgrs both
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to the hobo's dark skin and his swamp homeland. But when Slim claims that “[p]rint
can't read like he sounded, so mournful, hoarse, and swampy-like,” Kerouac imglies tha
this poor African American needs a white translator; what the hobo has expdrienc
cannot be known or expressed in print. Kerouac idealizes the hobo’s dialect: Slim
assumes he has the earthly knowledge of a “witch-doctor,” and knows they etiliane
least once more” on the road (71). What seems like a “merely unusual interlude during
down-time in a small city diner” is actually a prophetic meeting foytheng narrator
(Jones 250). Before the counterman heads to the rail yard, he warns that Shreis a
log ain't rolling” because he has become “CAUGHT in a snag where the wittbr dlec
down with the snake” (71). Slim knows of the logs that come down from Montana:
“Odyssiac logs, stately wanderers, moving slowly with satisfaction tendity down
wide night shores out to sea” (71). The logs represent those Cold War watttdrers
refuse to partake in mainstream culture. And even though Slim does not fully umdiersta
the hobo’s allegory, he follows his lead, packs his bags, and hops a freight in search of
father figure.

Kerouac's style in “The Rumbling, Rambling Blues” resembles the expatah
style found inOn the Roadhut it was most likely written a decade befdd®mnes 248)
As opposed t®n the Roadthe composition of “The Rumbling, Rambling Blues” is
much more rough and includes random breaks in dialogue and the lack of transitions. In
Playboy's“Playbill,” editors advertise the text as “every bit as beautifully eteztas his
praise-garnering novel” (2). But readers were not as equally impresteldesouac’s
first Playboypublication. Always scrupulous with selecting the amount and quality of

the responses that would be published in “Dear Playboy” responses, editors printed two
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letters about this story in April 1958: one praising Kerouac as the “mosthiefygoung
writer to grace Playboy’q pages” and one begging Kerouac to do more travelling and
“less writing” (5). These divided letters represent the ambivalent fedtagboyitself
had towards Kerouac's literary style. Editors enjoy including his work becébse
fame, but they never praise Kerouac's style or the characters halcreate

Kerouac's characters refuse to participate in the rising, domesticatitiem
class. The hero of this sketch, the “best bum of all the bums...walked the Amerigtn nig
just as he was” wearing only burlap pants and a greasy apron (57). He needs reehing el
to survive, and, without the desire for mass-produced products, he seems out of place in
the sea of advertisemerR&ayboybegan printing as early as 1955. BecdRisgboy’s
audience could afford the $0.50 cover price in 1958, it could hardly associate with
Kerouac’s and his characters’ poverty level. The unnamed counterman ofdyndas
lead nickel for coffee,” and Slim does not have enough money to leave Des Moines (57).
Kerouac’s glorified depiction of poverty, as well as African Americafesufy, allows
his white narrator to reflect on his plight while “deflecting the difficsltief the
marginalized other (Holten 275). Slim states that the hobo represents all thos@rpost-
victims, those that “possessed. suffering that was seamed into the flesh, face and neck”
(57). Playboyeditors most likely did not want their readers to experience this kind of
suffering.

Kerouac's idyllic depiction of the African American counterman in “The
Rumbling, Rambling Blues” paralleRlayboy’sdepiction of the victimized, white male.
This early illustration of a hobo reflects Kerouac’s adoration of what he lalls t

“fellaheen” peoples of the world. Kerouac uses “fellaheen” to describedliags of
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solidarity with peasants, people of color, and people living at or below the poverty line
Kerouac’s fellaheen work the earth with their hands or wander in search of
enlightenment. Kerouac, through his white characters, patronizingly ‘f&ttdrese
fellaheen with “suggestions that their lives are idyllic and charmedofrééite worry,
white responsibility, White inhibitions” (Richardson 225). In Kerouac's narrathies
fellaheen are actually “freer” than white, middle-class Americéharman Mailer in the
“The White Negro” andxistential Errand$osits similar claims, but usually with an
intent to outrage and always with a hint of irony. For instandexistential Errands,
Mailer “wickedly” claims that African Americans are “suffritly fortunate to be
alienated from the benefits of American civilization” (Richardson 230; M&bestential
270). In Kerouac's “weird ...revival of the plantation tale,” the “white character
describe themselves as repressed even as they oppress others” (Ri2zgjisarke
Kerouac and MaileRlayboyuses cultural discourse, such as Philip Wylie’s
“Womanization of America,” to depict persecuted males.

Kerouac’s idealization of the poor, the negro, or the hipster does not prove that his
white characters actually know poverty. Kerouac, and his wandering heraags alw
have a financial sponsor—an aunt, a mother, or a friend who willingly sends money. The
hobo in “The Rumbling, Rambling Blues” or the “old Negro cotton picker€nrthe
Roaddo not have the same luxury. Appalled at Kerouac’s emulation of the poor, James
Baldwin claims that any reference to happy American Negroes in the 1950saduta
nonsense, and offensive nonsense at thab¢dy231). InNobody Knows My Name
Baldwin dares Kerouac to declare how African Americans are better offrteianvhite

counterparts “from the stage of Harlem’s Apollo Theater” (231). This “abdretha
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culture of “racism” from privileged, white males mirrors mid-eggtarguments about
the feminization of America (Richardson 226). The rise of the companionatamucle
family, the entrance of women into workforce, and the praise of the domesticageed mal
reinforced the trope of the mid-century masculinity crisis. But men, edipecidte,
heterosexual men, were still afforded the freedoms denied to Africancame’and
women. To appease its white, heterosexual audi®taghoyoften reiterated the need
for men to reclaim domesticated and public realms. Throughout the Col&Mjdrpy
promoted its virile masculinity model; charging into the battle of the s€ag)oy
claimed that men were in need of remasculinization because women had come to
dominate “all domains: culture, style, consumption, sex, and marriage” (G&h@xt
According toPlayboycolumnists like Philip Wylie, this “she-tyranny,” had “created an
emasculated majority.Playboyeven created a symposium on the Cold War masculinity
malaise; in 1962Playboygathered Norman Mailer, Herbert Mayes, Alexander King,
Edward Bernays, Ernst Dichter, Ashley Montagu, Theodor Reik, and Mort Sahl for the
“Womanization of America Panel.” Comparing Kerouac’s “free” fedlan with
dominating women suggests how both Kerouac'’s fictionRlagboy'sethos
simultaneously create and reveal American cultural fictions; the nmegeauld
selectively use Kerouac's “The Rumbling, Rambling Blues” to show how some
Americans are not bound by anything, even a woman. BePBdayaoy'sgrand narrative
relies on reminding men of their virility, editors need to reproduce cutuytis
regarding the victimization of white men.

The mixed reader reviews of “The Rumbling, Rambling Blues” encouraged

editors to publish “The Beat Mystique” the following month. A tri-part dissectioheof t
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Beats, “The Beat Mystique” was written by Herbert Gold, Sam Boal, aedl Glad.

Gold degrades all that is Beat, while Boal and Clad satirizes the BesaylEf. Applying

Betty Freidan’s familiar titleThe Feminine Mystiquép its report on the Beats allows
Playboyeditors to demean feminist movements, feminize the Beats, and remind possible
female readers that they are not the primary audience. In a six page rdracuses

the Beats of being addicted to heroin and embracing far-out religions in a fe\e=pair

(86). They do not even deserve to invoke their literary forefathers—Rimbalaah, Vil

and Genet—because unlike the “American literary hipster,” Rimbaud, Villon, and Gene
were true outcasts: “they did not pick themselves up by the seat of their ownmzhnts a
toss themselves out. They were driven by class difference and economicgiréss).
According to Gold, the Beats’ “soul, sense of meaning, individual dignity... has been
excised”; as hipsters, they were the “victim[s] of the most hopeless iconalit

slavery—the slave who does not know he is a slave and is proud of his slavery, calling it
‘freedom’ (86, 87). Viewing Beats and hipsters as nihilists joining anyfagt Gold

claims the Beats become asexual, “a sexual zero” (84). Because ofulgamdirced

state and the desperate need to be cool, Gold invalidates the main connection between the
Beats and the playboy: sexual pleasure. To offset the demeaning langliHye Beat
Mystique,” the “Playbill” and editors praise the Beats as a “national phemamwhich

knows no barriers of age—or economic or social status” in their in-house introduction
(20). The “Playbill” even mimics Kerouac's rambling, alliterative, Itings:

“backwards roll the sentences till reels the mind which dips into the deep-tikez
coolsville and comes up with a penetrating and peppy triple-decker repori¥gB)

descriptions like “off-beat,” “infiltrates,” and “angry, roving youngstébelie editors’
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true feelings. The subtitle is less than subtle: “aspects of the newmihifi®zen faced,
far out, devoid of normal meaning” (20). Instead of condemning the Beats in their
introduction, editors allow Herbert Gold to humiliate them.

Much of what Gold says about the Beats is true; they used drugs, got kicks out of
stealing cars, and rejected unnecessary consumption. Even though Kerouac claimed, on
television spots and in other interviews, that the Beats are “into everything”Bityn
Graham, the Big Ten, rock and roll, Zen, apple pie, Eisenhower—we dig it all,” Gold
depicts them as completely “tuned out.” Gold focuses his rant on Kerouac becéeise he
that he was “just a jock,” “anti-Semitic,” and “a creep from the beginningélfBe. In
“The Beat Mystique” Gold fails to mention his long-time friendship wille’ Ginsberg
or how he often patronized the same Greenwich coffee shops as the Beatsnolt was
until the 1970s that Gold admitted that he “was pretty hard on them” dyboy
sketch (Weyr 48). His humiliating chronicle was most likely requestd@ldyboy
editors; Spectorsky often asked regular contributors to write real-tiffastang-up,
furious” non-fiction pieces in order to sell more issues (Gilbert 21Blapboy
contributor since 1954, Gold debased the Beats s®thaghhoyeditors did not have to.

With Gold’s article Playboyeditors could demean the movement without being
responsible for the attack. Editors did not want to directly humiliate Keroualcerra
they wanted to present themselves as identifying with the Beat'’s reisdliaots, while
indirectly critiquing their rejection of conspicuous consumption.

In “After Hours” reviews Playboyeditors reveal that they wanted Kerouac to
contribute to the magazine for his literary fame, not his lifestyle. 1Adlgeist 1958

“After Hours” Book Review of Gene Feldman's and Max Gartenb&hgsBeat
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Generation and the Angry Young M&erouac and the Beats are deemed “heroes of
post-war fiction” (10). This anthology included works from Beat authors as svell a
commentary by literary or cultural critic®layboyeditors claim that they are
“disappointed” that theiown “The Beat Mystique” did not make it into the anthologized
pages (10). They assume Feldman and Gartenberg excludédyheyarticle because
it “put the finger on the nihilist anti-social anti-creative elements in thenbgstique,”
which subverts the movement’s “generally adulatory premise” (10). &egarof their
disappointment?Playboystill endorses the “bloody cool collection” because Feldman and
Gartenberg have introduced the Beats as “reacting to a world they never matitethe
in a search for sensation, a 'sordid dance of violence and pain,’ the former bynstrang|
their 'betters’ with their old school ties” (10). From editorial reactioretdrfran’s and
Gartenberg’s anthology, it is clear that editors simply waRtagboyto be associated
with the movement for its popular status, rather than its literature.

As long as Kerouac remained in the literary spotlight, he progtgboywith
more material to boost its cultural currency. Editors continued to use Kerouémlds a
their Upbeat Generation by flip-flopping between their appreciation for, andrdisfitia
the author. For instance, after publishing a negative revi@dl@bDharma Bums its
October 1959 issue, editors champion Kerouac once again by publishing “Before the
Road” in December 1959. Kerouac’s 33-page manuscript detailed Neal Cassady’s
Denver poolroom days during World War Il. Spanning 17 magazine pages, “Before the
Road” discusses what the Beat had been in a time before the fame andltisodisient
that followed. This portion d¥isions of Codys often hailed as Kerouac’s “modernist

masterpiece...for its sheer linguistic boldness and exuberance” (Amburn 172). When
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Kerouac could not get his seminal work published with Viking PRisgboysnapped up
this excerpt.Escapade, Transatlantic Review, Oui, New Directam3$The Moderns
each paid for other excerpts frofisions butPlayboywas the first to publish. In the
typescript, Kerouac made over 200 corrections aRlhgboyeditor made additional
punctuation and spelling corrections (Christie’s). The typescript andgate®w how
Kerouac “fashioned his most ebulliently lusty style as if intending to exgieréull
resources of Cassady’s gusto and enthusiasm for living” (Tytell 178Jaked Angels,
John Tytell claims that this text was “written with amazing inventiverstgkstic
freedom, and originality” and proves to be Kerouac “at his best” (Tytell 178). Even if
Playboyeditors did not agree with the critical acclaim, they did want to be the first
magazine to catalogue this American popular culture event.

During 1959 Playboyincluded the Beats or representations of the Beats in more
than half of its issues. In June, they commissioned Kerouac for “The Origins cédhe B
Generation,” a revision of a speech he gave at Hunter College. The in-house editorial
introduction praises him for “sounding depths hitherto not plumbed, dispelling
widespread misconceptions, debunking...phonies ..to reaffirm his faith in the basic
principles of true Beat” (31). Editors go so far as to state that it is theasiple and
privilege to publish this statement here” (31). “The Origins” begs reanltaike the
Beats'’ literary accomplishments seriously. In the article, Keroaaos the movement
is an American one, as it is rooted in American music, language, and popula.clitur
the next issue, editors publish three new Beat poems: Kerouac’s “To Harp@ Marx
Ginsberg’s “To Lindsay,” and Gregory Corso’s “Made by Hand” (44-5). Woepage

spread, containing photos of poetry readings in coffee houses, helps to introduce July’s
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“Beat Playmate,” Yvette Vickers. Vickers poses nude like every othgnfalte, and
editors stress that she is a typical woman from the Beat generation.

With Jim Morand’s “Coffee Houses of America” and “The Beat Playrhate,
Playboyhad once again used the Beats as puppets. The men displayed in Morand’s
photo-spread are better dressed than most authentic Beats. Even tHéldpeate”
appears better off financially than most women associated with the Beatta@en. and
her Hollywood aspirations make her far from “representative of the girls whbitthe
beat coffee houses” (47). According to her brief bio, what defines heBeet & that
she has “strong opinions,” love for poetry and classical music, and a recklesshetture
encourages to jag race cars in the desert for kicks. The editors’ word avaabs ithat
they do not mind this kind of Beat because even if she is “more than a bit of a rebel,” she
“frown[s] prettily on conformity” (47). Her full-color spread proves exaetlyat kind of
BeatPlayboyeditors appreciate—half naked, Yvette is surrounded by an open book of
verse, a bottle of wine, mismatched half-full wine glasses, an overflagimgay, and
vinyl. With her hand on the record player and bright red lipstick on her face, she is an
audience-appropriate representation of the Beat Generation.

Reader response proves that editors had struck the proper balance—more focus on
the nude, Beat model than on the Beat poetry. The October 1959 “Dear Playboy”
contains seventeen letters about its Beat coverage. Eight of those letrerapraises
for Yvette that include beatnik word play; for example, J. Calder Joseph of Ordndo,
writes that the “poetry was tops and Blaymatea realsweetnik (8). Only one letter
condemns editors for their “pretty corny publicity gimmick” (8). Otheelstguestion

why editors “are giving such a large emphasis to the beatnik ideology” ongrthair
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poetry (11). One lengthy letter complains of all the Beat attention andstsigjgat there

is no such thing as the Beat Generation, “only a scattering of goofballs...utienmal

whimpers of protest...while belting themselves silly with drink” (12). Téitel warns

of the high rates of juvenile delinquency and compares Beat stylistidsetbysterical

yip of a frustrated virgin who has been unexpectedly goosed” (12). Four lattershe

poetry “The Beat Sound” as “pure tripe,” “utter drivel,” and “lousy” (11). Qonig letter

praisesPlayboyfor giving the Beats a chance to be read so that the general public can

make its own conclusions. WhiRdayboymight have offered the general public a chance

to read the Beats, it most definitely had already come to its own conclusierBeats

were good for business. Any attention, even if it is negative, is good attention.
Playboyeditors’ negative discussions and reviews of Kerouac must have made

some readers wonder why his contributions continued to appear in the magazine. For

instance, in March 1958 editors published Scott Martin’s “Hickory, Dickory, Kerouac,” a

satire about mice on the go. In November of that year, they commissionesd Jaltin

D. Keefauver to write an “appreciative parody” that echoes Lawrentadratti’s

poetry. And four years later, in the same September “After Hours” Book\R &vig

praises James Baldwinfnother Countryeditors reviewed KerouacBig Sur. The basis

of the review—thaBig Suris a rehash oDn the Road-is fundamentally correct;

Kerouac’s work mainly functioned as extended autobiographies. Besides the

autobiographical nature of the novel, editors take issue with his experimelgal sty

Kerouac relied heavily on dashes to separate time lapses and thoughts in the novel.

Playboy’sobvious prejudices against Kerouac's style forced them to heavily edit his

typed manuscripts. For example, “The Beat Generation” manuscript contamed tw
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poems that editors refused to publish: “Harpo, I'll Always Love You” and “ Love’s
multitudinous boneyard.” (Although “Harpo” was later published in “Beat Sound.”)
Editorial sheets advise to “allow Kerouac a measure of freedom in punc. Etc, but put
those apostrophes...” (Christie’s). Editorial markings and a number of pendi¢idmue
appear on the typed manuscripts for each of Kerouac’s selections. Editokialreneeal
that editors were particularly perturbed by Kerouac’s habit of leavingstlodf of his
gerunds. In a review afision of Codyeditors discuss Kerouac's “stylistic excesses”:
“his metaphors stumble over each other in various stages of disarray”; isgitsty
slips into sentimentality”; and he has a “patchwork philosophy” (4). And yétredi
continued to ask him for contributions over the next decade. A mere three yadisafte
negativeVisions of Codyeview, Playboycommissioned Kerouac to write “Good
Blonde.” And after the Beat movement had warddyboypublished Holmes’ moving
obituary of Kerouac in February 1973. This strange move to memorialize Kextbeiac
years of debasing him reinforcBkyboy'scentral concern—cultural currend@layboy
needed to include Kerouac’s works because they stressed the popular Blysd.life
Unlike the restrictions placed on him Blayboy Escapadencouraged Kerouac
to write about anything that moved him. A dirtayboycompetitor Escapaddeatured
Nelson Algren and Ray Bradbury, as well as articles on Hemingway ande3aling
(Birmingham). In his Kerouac biography, Tom Clark claims Estapadevas one of
the few outlets that “had no prejudice” against Kerouac, “his lifestyleisonriting
style” (Clarkxii). Kerouac's “Last Word” columns have a “preoccupation with ‘real lif
—‘real things and real people™ (Clark xii). In them, Kerouac writes on jaezliterary

scene, Zen Buddhism, baseball, history, and politics. Unlike the work he offered
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Playboy,these columns did not “chronicle the hot, racy, underground culture” or the
“sexually hip” (Birmingham). Rather, they reveal the “nostalgic and ceatee side of
Kerouac that fully emerged in the 1960s” (Birmingham). For instance, in an astute
column on the literary scene, Kerouac explains why he refuses to use the “conventiona
English sentence” in his prose. He claims that “shame” keeps artistsdroposing a
“true” sentence@ood145). He also suggests that the “best” of American Literature “has
not been published yet” because critics and editors have “been engaged in grcaipali
systematic rejection of everything except the most systematic orgts’s(Kerouac,
Good147). In these non-fiction columns, Kerouac proves that he can, when he chooses
to, abide by the conventions of standard American English. His call for &otmtsate
“unabashed language” suggests that he does not want the political climate ito conta
authors. Never organized fully or driven enough for political activism, the Beats
championed personal and spiritual liberation rather than a social revolution. But in his
seventh “Last Word” column, Kerouac offers political commentary on the Cold War
climate. He condemns the American free press for bending to the times sunahitess
that the ‘the news’ has got to be bad” for anyone to follo@atqd161, 162). Kerouac
reminds readers that if he defends artists or Nikita Khrushchev, he should not be brande
a Communist. Most likely Kerouac would not have been able to discuss the political
climate, or “spealor things,” in hisPlayboycontributions (Creeley xii)Playboy’s
manipulative presentation, liberal editing, and undermining reviews constiaemedac
to writing strictly about the Beats so that it could continue to use him as a foil.

The relationship betwedPlayboyand the Beats signifies how aggressively the

empire fulfilled its capitalistic agenda. By using Kerouac as a falptagazine serves
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more than one audience—readers that enjoyed Kerouac’s works are genuinetyipjease
his inclusion in the magazine and those that are not can take pleasure froral editori
content like Gold’s “The Beat Mystique.” Reaching for Paradis&homas Weyr
documents how the magazine’s ambivalent perspective on the Beats, and Kerouac
specifically, allowed readers to enter the ongoing cultural discounsriading the Beats
and nonconformity in generaPlayboycould also go “on record as having displayed and
confronted the movement” (Weyr 49). It competed with other men’s magazinesgover
the Beats and offered a more in-depth, cultural analysisTthaMNew York Timesd
Newsweelkver could. Kerouac’s exposure also forced the magazine to reconsider its
playboy ethic. Russell remembers that “we liked the sort of freedom they esp@unsk
“we were in favor of any kind of sexual liberation, as long as it was heterdésexua
lib...But we also felt that there was a lot in it counter to what we promoted” (qtdeyn W
49). Russell reiterates how the Beats, with their “sandaled, dirty feet,haind t
“antiestablishment attitude” did not mesh well witlayboy'sobjective. Russell states:
“We were telling people how to make out, not just with girls, but in business and in their
jobs” (qtd. in Weyr 49). Hefner agrees that, as “an interesting phenomenongdtse B
did not fit the magazine’s ethos (qtd. in Weyr 49). Hefner even admits in an wntervie
that editors were “apt to give them a shot one time and a compliment at angttieiri (
Weyr 49). What Weyr fails to mention in his chronicle of this relationshipeits t
Kerouac, accordingly to his letters, was an unsuspecting foil.

Working-for-hire at the height of his career, Kerouac willingly wroteFiayboy
BecauséPlayboypaid Kerouac so handsomely for his work, between $500 and $2,000

per piece, he never questioned the magazine’s quality as a publishing venue. He even
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persuaded other members of the Beat generation to submit their wlgybmy In a
1962 letter to Holmes, Kerouac dismis&ssjuireas “bunch of arty faggots” for rejecting
Holmes’ excerpts (CharterSglected Letters Vo] B37). Kerouac tells Holmes to have
his work “sent directly to Thomas PayneRdayboybecause he is “[his] buddy”
(ChartersSL Vol 1,337). Kerouac writes that “Spectorsky has the final say but he was
the one, remember, who published my ‘Out of the Poolhall’ to perfection without one
typo error” (ChartersSL Vol | 337-8). In January 1962, editors apparently informed
Kerouac thaPlayboywanted to devote a “whole edition” to one of his novels, similar to
Life’s entire Ernest Hemingwa®ld Man and the Seiasue (Charter§SL Vol | 322). But
in all likelihood, Playboyhad no intention of devoting an entire issue to the Beat because
of its ambivalent attitude toward the Beats and its dislike of Kerouac's.pros
Playboy’'schoice to simultaneously solicit Kerouac for his work and to share its
prejudices suggests thakayboyselectively borrowed from popular 1950s figures to
create its model of masculinity. Coupled with his fame in literary cirBlegyboy
seemed to rely on Kerouac’s good looks. According to Jed Birmingham, a William
Burroughs scholar, Kerouac looked “like James Dean and Marlon Brando [and] could
write” (Birmingham). Salvador Dali went farther and pronounced Kerouac ag “mor
beautiful than Marlon Brando” (Douglas ii). His good looks could have propelled
Playboyto publish his photographs and his prose. Editors used him the same way they
used Yvette Vickers, as a “sweetnik.” To further Birmingham’s cl&iayboyexploited
Kerouac looks and his supposed heterosexuality. Interested first and foremoatie) fa
Playboyneeded a good-looking, straight member of the Beat Generation as a foil to its

grand narrative. Editors could not have published works by Ginsberg or Burroughs
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because of their blatant homosexuality—even though they “cultivated a homlosexua
identity that was defiant, rebellious, and masculine” (Carroll 5). The Cold War
Lavender Scare and consumer capitalism encouRigethoyto simultaneously use and
abuse Kerouac.
“Good Blonde” as a Cold War Text
Playboyprinted “Good Blonde” in a tour-de-force issue including the renowned
interview with Dr. Martin Luther King, Jr., stories by Vladimir Nabokov,.P.G
Wodehouse, Ray Bradbury, and Harold Pinter, and satire by Woody Allen and Shel
Silverstein. The interview gave Dr. King a forum to discuss his philosophy of
nonviolence and “explain the reality of African American despair that hamisec
manifest in the riots of the previous summer” (Fraterrigo 148). Other aftidles
December 1965 issue present a slice of American Cold War culture. J.eRguhites
of “The Psychology of Personnel Management”; Wodehouse comments on the
contemporary nuclear crisis in “Bingo Bans the Bomb”; and Sir Julian Huxleswiaat
the population growth will overwhelm physical resources and global instituigatgs
194). December’s “Playboy Philosophy” includes a discussion of religion and Reverend
Harvey Cox’s praise of the magazine. All of this is “sober content for azimegiat
once promised no interest in the world’s problems” (Fraterrigo 148). But, of course,
Playboyis very interested in the world’s problems and its cultural occurrences.
Embedded within this serious content is Kerouac’s “Good Blonde.” The story
describes an actual encounter Kerouac experienced while hitchhiking feamd\City
to California in September 1955. Kerouac was picked up by a young, blond female in a

1955 Mercury Montclair. The woman was returning to San Francisco after visging
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family in Texas; she stopped to pick up Kerouac on U.S. 101 outside of Santa Barbara
wearing only a strapless, white bathing suit. Kerouac wrote: “I was bloelllafraid to
look at her, the curl of her milk armpits, the flesh of her cream legs, the crgam, le
curls, milk, wow did | love that, not looking, but giggling” (Charte3g, Vol 1,522). To
make the trip without stopping, Kerouac shared with her his ample supply of Mexican
Benzedrine. They talked while she pushed her Mercury to speeds over a hundred. She
told Kerouac how “everyone in Texas was getting stoned” and “even tobacgmghe
farmers were beginning to cultivate ‘loco weed’ in their yards” (Amburn.220)
According to a letter Kerouac wrote to Holmes, she was “the sweetespdittect
everything you know” (Charter§L Vol 1,522). The blond dropped him off at the South
San Francisco rail yards, exchanging empty promises to meet again.

This chance encounter impressed Kerouac, and he used the incident in his novel,
The Dharma Bumd$efore expanding it into a short story. When Kerouac described the
“good blonde” in a letter to Holmes, he declared that “the peace and happiness she Beat
had forecast in 1948 was coming true; President Eisenhower was dismantling the
military-industrial complex, and war would soon be a thing of the past” (Amburn 220).
Because Kerouac obviously thought this experience was a good omen, he slisategica
used it in his fiction—both as a parenthetical aside and as a short story. As a
parenthetical aside, Kerouac uses the ride to get one of his main charatterSixo t
Gallery reading oHowl, the most pivotal event of the Beat Generation. The expanded
version of this encounter marks one of Kerouac’s full immersions in the short stoey ge

Like the rest of the Beats, Kerouac relied on the novel and poetry for sedfseixpr. His
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other published short fiction, categorized as short stories, are really jagbtsxicom
longer works.

“Good Blonde” is a simply an extended version of a parenthetical snippet from
The Dharma BumsWritten in response to Malcolm Cowley’s 1957 request fdDarhe
Roadsequel The Dharma Bumwas “a real American book and [had] an optimistic
American ring of the woods in it” (qtd. in Theado 152). As frontiersmen, the main
characters reveal their rootlessness and offer readers a glinpd8%s San Francisco
Bay culture—from the growing Buddhist following to the nightlife on the bay. Finished
in ten marathon caffeine induced sessiditig Dharma Bumeontains barely any of
Kerouac’s experimental prose; it is told linearly, contains identifidideacters, and
maintains a controlled style. After readingNgw York Times Book Revieaumnist J.
Donald Adams revised his original opinion of Kerouac as a hack stylist: “Offhand |
would say that when Kerouac sets his mind to it he can describe the world ofphysic
experience better than anyone since Hemingway. When he writes uriiyfecie
unselfconsciously, but with control, he writes very well indeed” (qtd. in Theado 153).
With “Good Blonde,” Kerouac returns to his “preferred exploratory style,” dgfyi
Playboy’sdesire for a more contained style (Jones 140).

Poised between an introduction to Buddhism and simply another journey across
America,The Dharma Bummcludes a fitting Cold War narrator—one initially full of
post-war hope. Told in the past tense, the novel opens with the narrator, Ray, hopping
freights outside of Los Angeles. Ray shares his necessities (wirtks lareiad, Mexico
City cheese, and some candy) with an old bum who “spoke from far away insitke a litt

meek voice-box afraid or unwilling to assert himself’ (281). Originally gleéagth his
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charity, Ray eerily foreshadows the changes in his mentality and ageecbimes very
critical of his post-war devotions. Ray tells readers that he has now grown ola and “
little hypocritical about [his] lip-service and a little tired and cyrii¢282). The
elongated ellipses, in the original manuscript, suggest Ray’s drastic demiestality
Immediately after the war, Ray “really believed in the realityhairity and kindness and
humility and zeal and neutral tranquility and wisdom and ecstasy” (282). Thetgnajori
the plot details his optimistic tale, but it is told from a distant, unenthusiastatora
This narrative technique allows Kerouac to frame Ray'’s “long, post-adotégmerney
as a spiritual journey of “personal and national dimensions” (Richardson 219). Ray’s
personal journey has national dimensions because it exposes mid-century tensions—a
tragically-optimistic narrator wanders through a “hopeful, doomed decaddiaf@son
220). With Ray, and his other narrators, Kerouac critiques the utopian and dystopian
aspects of the Cold War culture.

Ray’s waning sense of happiness represents the tragic optimism of 1950s Cold
War American culture. From the constant crisscrossing of Americaues characters
show an America that is “promise and piety on the one hand, wickedness and fraud on the
other” (Richardson 219). Mark Richardson connects Kerouac's tragically aptimis
works to a “Young Goodman Brown sort of story” (219). Richardson argue®mnhiaie
Roadinvokes both dystopian and utopian possibilities: “tumbledown holy Amer@a” (
the Road251). Kerouac explores the seediness and grace of American Cold War. culture
This tension can be easily transferred to “Good Blonde.” For instance, whilegwvait
about a half hour to hitch a ride, the narrator’s anger becomes palpable: “I got madder

and madder and finally | was swearing to myself ‘I will never hitchhgaerg it's getting
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worse and worse every goddamn year” (146). A few breathless senteageatdhe
moment when [he] was the maddest, and was standing there, thumb out, completely
infuriated and so much so that...[his] eyes were slitted, [his] teeth clenched pualsa
over. The following sentences are stripped down and direct: “I couldn’t belidve it
figured she wanted road information. | picked up my pack and ran” (146). The change in
sentence structure signifies the narrator’s shifting moods. Similaytalie narrator of
“Good Blonde” seems to be torn between believing in the “hearthside” Americds ide
and recognizing Cold War tragedies.

Kerouac composed his characters during cultural upheavals like the American
National Security State, the Civil Rights Movement, the Organizationa) SMdurban
sprawl, and red-lining. Defense spending quadrupled; 1950 witnessed the beginning the
Korean Conflict, the first significant armed conflict of the Cold Ware United States
detonated the first hydrogen bomb in Eniwetok Atoll in 1952. Fear and hysteriatedcal
with the Rosenberg’s trial and execution. In “Mad Beast,” Jean-Paut Sadcribes the
palpable fear of the Cold War: “In killing the Rosenbergs, you simply tried to stop
scientific progress by a human sacrifice. Magic, witch hunts, autées-daerifices:
we've reached that point. Your country is sick with fear. You're afraid ofteusgythe
Russians, the Chinese, the Europeans. You're afraid of each other. Youdrefdafrai
shadow of your own bomb. Ah, what fine allies you make!” (210). Sartre laughs at
United States officials’ desire to assume global leadership. HeswAnd you would
like to lead us! You are leading us to war out of terror, and you'd lose it out of panic at the

first bombardment” (210). His simplified explication reflects the tensitwden
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dystopia and utopia; the United States wanted to be a hopeful leader and, yet, that hope
was often trumped by a culture of fear and containment.

Kerouac’s characters often refer to Cold War culture. For instance, &dg w
“the whole world” to be as “dead serious” about food as Japhy rather than concerning
itself with “silly rockets and machines and explosives using everyboalytshoney to
blow their heads off anyway” (Kerouddharma,217). Ray wishes to escape the
“regular hell” of Los Angeles because it is an “industrial jungle” (137, 1H& bemoans
the sad pattern of conformity as people experience a uniform response tooielevisi
programs and describes the mass of young men dressed in gray suits scurrying to thei
office jobs (39, 131). Dean and Sal@n the Roadpass by Washington D.C. on
President Truman'’s inauguration day; they remark on the “great displass ofight
lined up along Pennsylvania Avenue...There were B-29s, PT boats, artillery, albkinds
war material that looked murderous in the snowy grass” (Kerouac 112).codheyent
on the “Victorian police force” involved in “psychological warfare;” the pofmee
“peers out of musty windows and inquires about everything” (113). Old Bull Lee rants
about predatory “bureaucracies” and the “big grab” between Washington and Moscow
(221). Throughout his works, Kerouac’s characters ask the essential Cold War
guestions—*Who are Americans? Are we the chosen or the damned?” (Richardson 221).
The narrator of the “Good Blonde” questions American cultural illusions reggardi
conformity, counter-culture, and models of masculinity. The answer to thesegsesti
usually a “peculiar optimism” that “always has a haggard air of defeat @b{21).
Kerouac’s narrators subsist on apple pie and ice cream, consistently gangdestig”

everything. Readers are left to “infer that...to live in faith and goodwilk @ labor
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under a fortunate illusion—under the dominating power of belief; to be digging
everything is somehow willingly to be subject to a con” (222). With his works, Keroua
catches the moment’s optimism, while playing down its darker side.

Beyond the tragic optimisnThe Dharma Bumand “Good Blonde” explore why
Cold War America became fascinated with Buddhism. While Ameritatsbeen
producing and consuming Asia symbolically for the previous century and a half,”
American Buddhism coalesced as a religion during the early Cold War (Klelntéjest
in eastern religions in the United States had been increasing since the 1940a9Ripug
After World War II, and most likely in part because of the war, Amesdaoked East:
journalists documented the atom bomb, playwrights brought Okinawa onto Broadway,
political observers traced historical roots, restaurants surrounded patrongnesioi
chic, and lecturers, like Alan Watts, popularized Zen Buddhism (Klein 2-4). D.T. Suzuki
lectured on Buddhism at Columbia during the 1950s and Buddhism continued to grow
(Douglas xi). The heightened focus on Buddhism revealed the crisis of batiefarred
a post-war era, one that could concurrently embiPdagboyand evangelism. Ann
Charters notes that, in July 1998nestated that “Zen Buddhism is growing more chic
by the moment,” and evaviademoisellentelligently covered the movement. Rod
Phillips’ scholarship on nature in Beat literature suggests that Buddhisredoffe Beats
a way to transcend Cold War American culture; culturally, mainstreaerida was
“routinely” offered two choices—“Soviet-style communism or Americantedipm,
democracy and all that went with it” (Douglas 23). Calvin Steinmetz explained that
“Buddhism is interesting to some of the best minds in the West because itrisndiffe

enough from westernized religions that the contrast is striking” (qtd. intsMegad47).
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Like it did for Hinduism, Buddhism offered a middle path for some Americans—most
notably for the Beats, who “envisioned Buddhist teaching and practice as artigkerna
path toward meaning, peace, and spirituality in an increasingly mestiziahd unstable
Cold War world” (Masatsugu 428). The Beats, like other San FranciscooBagrts,
were “haunted by the unparalleled destruction of World War Il and the sncgea
prospect of nuclear war” (Masatsugu 439). The Beats envisioned a futwk*fubnk
figures who rejected Cold War materialism and likened cycles of production and
consumption to theamsargthe Buddhist view of the endless cycle of birth and death)”
(Masatsugu 441). In their rejection of materialism, the Beats had come gnizxone
of Buddhism’s four noble truths: that all life is suffering.

The Beats’ search for comfort in religion is similaPlayboy'ssearch for “a few
laughs and a little diversion from the anxieties of the Atomic Age” (3,1988). The
Beats, like the Transcendentalists before them, looked to eastern redigtbns
mythologies. Douglas posits that Kerouac’s “turn East” is due to rereadorgdu’s
Walden. The Transcendentalists movement, like the Beats, marked “a crisis and a
renewal of belief” (Douglas 19). John Tytell claims that the Transcencsital
encouraged Kerouac’s “aggressive idealism, his...distrust of machines and inuastry
desire to return to the origins of man’s relations to the land” (4). Like thtsBee
Transcendentalists “felt betrayed by the organized, productive societyraldfieand
said NO to the prevailing mores in the name of an individualistic search facahyst
unity” (Gelpi 60). The shared sense of betrayal encouraged the Beats to define
themselves “against domesticity and consumerism” and align themselvesagidiiZzed

figures at the margins of white, heterosexual, middle-class Amerigasfaration”
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(Masatsugu 439). The role of the exoticized Oriental played into the Beasstuction
of an alternative vision.

When Kerouac crafts a vision of Buddhism as an Oriental alternative to white
middle-class culture, he critiques Cold War cultural anxieties regatioen@ther.
Kerouac continues this problematic embrace of the Other in “Good Blonde.” Uhkke
Dharma Bumsr On the Road“Good Blonde” does not begin with the narrator noting
that the good times are already over. Rather, the narrator introduces an olavByeek
reminds him of his east-coast uncle, and the work presents a dialogue thatfis full
possibility. After the first descriptive paragraph characterizingttésreek as a father,

or uncle figure, Kerouac immediately begins a dialogue without specifieneser

“What do you think? You think all this is a dream?”
“What?”
“Life.”

“Here? Now? What you mean a dream, we’re awake, we talk, we see, we
got eyes for to see the sea and the sand and the sky, if you dream you no
see it.”

“How we know we’re not dreaming?”

“Look my eyes are open ain't they?” He watched me as | washed my
dishes and put things away. (145)

As a point of departure, the conversations between the old Greek and the narratr parall
The Dharma Bumsse of BuddhismIn “Good Blonde,” Kerouac’s narrator asks specific
guestions regarding the illusion of life and references mediation prattateadiude

washing dishes. He seems to want to share basic principles of Buddhism with the older

character, without alienating him. Kerouac even makes the narrator sourg equal
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foreign as the old Greek. By removing the auxiliary “do” in the question “How we
know?”, Kerouac aligns his narrator with his non-native old Greek. Directlytaéield
Greek watches the narrator put his dishes away, the narrator statg®ifigno try to
hitchhike to San Francisco or catch a freight, | don’t wanta wait till ton({dd3). By
not including any prologue or reference to his travels, readers can only infer tolat the
Greek was aware of the narrator’s plans. The old Greek responds with “Yoalmags
in a hurry, hey, he he he he...laugh[ing] just like Old Uncle Nick” (146). Using the old
Greek, Kerouac hints at the Beats’ restlessness toward the oppressivecatadslllife.
As opposed to Uncle Nick, who resembles the gray-suited organization man and
participates in political discourse, the old Greek becomes a nostalgic rewiiader
different America: “In his green gray eyes which were just likegteen gray sea | saw
the yawning eternity not only of Greece but of America and myself” (146Yyedzsding
fears associated with the containment culture, Kerouac posits the old Garedetfing
on the mystical margin mentioned by Whitman where the sea kisses the sand in the
endless sigh kiss of time” (146). The old Greek’s direction “in the void” sesadglér”
than the narrator’s, but the narrator “knew that in reality [his] own directioas.ng
higher and no lower than his own humble and unsayable state” (146). Deploying
Buddhist allusions in the “Good Blond” allows Kerouac to share his crisis of renedval a
faith with Playboyreaders.

This strange interaction between these two male characters at firstsajopiea
the beginning of a framed narrative, but, because Kerouac never returns to theskld Gre
it could express Cold War culture’s focus on masculinity. The old Greek#isigce to

the short story can be likened to the male interaction in all of Kerouac’s works.
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Kerouac’s male characteasd the Beats represent an example of Eve Kosofsky
Sedgwick’s “homosocial desire.” For instanceTlhmeDharma BumsKerouac's

characters were “guys” who lived on a mountaintop talking about how they would lead a
“great world revolution” (430). As a brotherhood, they excluded women as spiritual
equals, colleagues, or intellectuals. They bonded over “heavy drinking, hard flaghg
cars, sports and sexual excess” (Davidson 16). The absence of women in Ray'’s clique
represents just one of the numerous homosocial communities formed during the Cold
War. Inimperial BrotherhoodRobert Dean lists the ways United States leaders were
shaped into a hyper-masculine fraternity: boarding schools, ivy league uregesscret
fraternities, social men's clubs, and voluntary military service, whiehexffa "matrtial
masculine virtue ... inseparable from masculine civic and political vi(88). Dean's
controlling image of Cold War warriors, the imperial brotherhood, reveals thsgtdJ
States leaders were obsessed with virile masculinity and relied onrhggetline

attitudes to create foreign and domestic policy. Distancing themselves from
homosexuality (which equated to weakness), men in these fraternities promoted a
toughness that shaped Cold War policy. As a result, Cold War politics elepatats “
men” from homosocial communities, while damning intellectuals as poor leadeas. De
proves how difficult it was for individuals to contradict reigning models of mastulini
(12). The reigning model for the character§ heDharma Bumss Japhy Ryder, as a
Northwest woodsman, mountain climber, and Oriental scholar. Practicingriplecgy

of Buddhism, Japhy nonchalantly attracts women—inviting women over for clothes-
optional meditation sessions. Throughout the novel, Ray frantically tries torcotd

Japhy’s model of masculinity. Ray mimics most of Japhy’s charaatsriespecially his
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denial of materialism. Ray follows him up the High Sierras to climb the Matte and
agrees to be a fire lookout for the United States Forest Service on DesBladilo, a job
he takes only to impress Japhy. And while he participates in the constamtgdrigy
can never match Japhy’s sexual promiscuity.

The characters in Kerouac’s texts were mirror images of thesasfithe Beat
Generation; they created a homosocial community dependent on its “diffecentiatin
(1) society, (2) marriage, and (3) (‘perfum’d’) women” (Davidson 14). JohtoGlel
Holmes first labeled the Beats as a “boy gang” in a 1954 letter to @llesberg
(Davidson 13). Holmes wrote “the social organization which is most true oftagbk
artist is the boy gang” (qtd. in Davidson 13). Kerouac, like Holmes, believed
wholeheartedly in the “pervasive” homosocial bonds. These bonds can be seen
throughout Kerouac’s works and in his life. And unlike Ginsberg or Burroughs, whose
works contain homosocial bonds which lead to explicit homosexual acts, Kerouac’s
depiction of homosocial bonds do not alienate the Cold War audience because they are
contained within a heterosexual realm (Harris 185). These homosocial borelsorelat
Cold War politics because they debunk notions of homosexuality and celebrateca shar
masculinity. For instance, Kerouac uses the “symmetry of divorce anchgedno
frame the homosocial bond between Dean and Sahithe RoadqHarris 185) This
heterosexual frame negates suspicions of homosexuality in the text. In his lgddesona
Kerouac’s homosexual relationships are framed by heterosexual marriages and
relationships.

Kerouac and his characters ignore the mainstream impulse to marry andrfuncti

on the sliding scale of sexuality. By 1955, Kerouac had two failed marriages and the
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narrator of “Good Blonde” reflects the author’s rejection of marriageefiBearried
twice and I've had it” (Turner 149). Barbara Ehrenreich claims that Beatshair
imitators the beatniks, rejected the “pact that the family wagerayssted on”; they
refused to financially support women via marriage (53). This refusal supipe fesct
that the Beats were “deeply, if intermittently, attached” only to each (Eheenreich
53). The responsibility and commitment of the monogamous life was “just uniitgrest
compared to the ecstatic possibilities of male adventure” (Ehrenreich &pnally,
Kerouac’s male adventures and strong homosocial bonds often lead to homosexual
encounters; these included merchant marines, Beat members, and Gore Vidal, who
claimed that he and Kerouac “both thought...that we owed it to literary history teetoupl
(Solomons). Congruous to Alfred Kinsey’s findings on sexuality, biographer Ellis
Amburn argues that "rigid divisions such as hetero-, bi-, and homosexuality do not fit
reality, certainly not Kerouac's, and should not be used to label him. Though everyone
seems to have a genetic inclination in one direction or the other, it is dangerouseto use s
to define anyone" (32). Although other Beat scholars disregard some of Amburn’s
biographical findings, Kerouac’s sexual experimentation has been noted byNB&rsia
and Ann Charters. Kerouac and other members of the Beats were subjects fof some
Kinsey'’s interviews, and his subsequent findings regarding the sexualitguwaomti
enthralled Cold War America. Kinsey’s findings deconstructed dominaregiens of
sexuality and critiqued popular conceptions of marriage as the moral union heteee
and women.

Kerouac's allusions to Kinsey’s definitions of sexuality help to demongtrate

Cold War'’s reconstitution of space. The survey of male and female sexugildoeha
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illustrates that “mapping could yield a radical critique of societydzlkvsky 204).
Besides Kinsey’'s mapping of sexuality, Senator Joseph McCarthy constapihed the
spread of communism within the United States. His maps were a “rhetonczd o
exaggerating the threat of communism,” and they created a “powerful ametvggen
the nation and body” (202-3). McCarthy’s mapping of the Communist threat allowed
him to equate sexual deviants with political subversion. He used the maps in an attempt
to “homogenize and normalize American society and to impose the ideology of
containment and exclusion from without as well as within” (206). Redefining the
boundaries between public and private, McCarthy’s mapping encouraged the Beats to
employ mapping as a form of resistance. In Kerouac’s works, espd&oratlye Roadhe
maps the North American continent by reporting his cross country road trip&odml “
Blonde,” the north-west destination traces the California coast and explosesricrete
historical space as it was forged by the systematic transformatfmerican politics,
economy, demography, and technology, which began with Roosevelt's New Deal and
climaxed in the early Cold War era” (194). The Cold War’s new highwagsyst
encouraged Kerouac’s cross-country moves and changed his notions of space.
“Good Blonde’s” Model of Masculinity

“Good Blonde’s” model of masculinity illustrates Cold War tendencies daggr
the redefinition of space and sexuality. Kerouac’s sexual conquests, the &astahce
to the domesticated male, and their redefinition of space suglaytsoy'smodel of
masculinity. However, “Good Blonde” undermirféigyboy’sgrand narrative because of
the narrator’s rejection of conspicuous consumption. The narrator tells the “Good

Blonde” that he “doesn’t want anything...I think life is suffering, a suffpdream, and
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all  wanta do is rest and be kind somewhere, preferably in the woods, under a tree, live
in a shack” (149). Barry Miles states that Kerouac showed that “conspicuous
consumerism, the giant cars, split-level homes and suburban conformism oféke fifti
were not the way to happiness” (xviii). He proposed an alternative lifestjleérican
conformity and “preached personal freedom” (xv). The narrator shares hisite
plan to “grab his pack and a month’s essential groceries” and “go to the riverbottom a
build a little shelter with twigs and stuff and a tarpaulin or a poncho and lay up and do
nothing for a month” (Kerouac 151). The narrator obviously does not want to participate
in the growing capitalistic economy tHalayboyconsistently promotes. Manipulating
the Beats and Kerouac’s exposure over the past de¢ddgspyeditors had most likely
prepared readers for this variance. But more subtle discrepancies, such astbesna
ambiguous heterosexuality, reaffirm tid&yboy’spublication of “Good Blonde”
presents readers with a variant model of masculinity. “Good Blonde’s” plot and
characterization make it an even more unlikely choice Riagboyaudience. For
instance, whil&heDharma Bumslepicts free love and unbridled sex, “Good Blonde”
leaves the narrator questioning how the female character might reextu#d advances.

Model of Masculinity: Space

Kerouac's study of America critiques Cold War cultural changes, suatbas to
rural and the redefinition of domesticity. Tine Culture of Spontaneitpaniel Belgrad
remarks that, by nature, Kerouac was more of an observer than a confident outsider
Kerouac applied his constant observations to chronicling the changing American
landscape (209). In an April 1947 letter to Hal Chase, Kerouac sharesrhiry litens to

map America: “I have begun a huge study of the face of America itsglfirisag maps

87



(roadmaps) of every state in the USA, and before long not a river or a mountain peak or
bay or town or city will escape my attention” (Chart&is,Vol. 1107). Post-war space
was simultaneously decentralized via technology and concentrated by production,
management, and government agencies. The Beats exploited the “cenaiigal
centripetal tendencies” of Cold War space “for their strategiesstaace and escape”
(Kozlovsky 197). According to architect Roy Kozlovsky, the Beats’ writimeghod
helped to “carve out of the concrete space of America an alternative, fictpmacs that
would redefine the relationship between space, society, and power” (194). Using his
(then) innovative literary technique of spontaneous prose, Kerouac “transitenaisiie
into a spatial practice” (192). In “Good Blonde,” the spontaneous prose leads readers on
a journey of the West Coast, with both characters headed to San Francisco.

Kerouac's westward movement is a frantic attempt to retrace the rgesrilre
American dream, escape the confines of post-war modernity, and rediscouealthe
frontier. Leslie Fiedler argues that the western direction is thebdslymescape of the
male from the domain of the house and its effeminate culture” (gtd. in Kozlovsky 198).
“Good Blonde’s” west coast destination reflects the Beats’ desire tpeefrcan the Cold
War socioeconomic conditions “that subordinated the person to a world of consumer
object” (Johnson 107). Ironically, the escape from post-war consumption and production
is always done in a car—an emblem of American “progress.” And the gondebis not
travelling around in a stolen jalopy; rather, her cinnamon colored Lincolnrd beaw,
and the narrator, amazed by the driver, covets her ride. Right before the narches &it
ride from the blonde, he hears a broadcast of a Michigan football game and looks back to

see all the “golden wheatfields of American Football Time stregcbut clear back to the
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East coast” (Kerouac 146). The football game, as well as a laterabadklsion,
reference the realm of male sports, a space designated for masculitiesi¢arvirom
the domain of the house. Broadcast technology and the new highway system allowed the
narrator to travel to the other coast. Coming from the South, headed up the West Coast
Kerouac insists on providing the names of each city the characters pass throufgb, “as
allow the reader to follow [their] exact route” (Kozlovsky 195). Their mubil
represents how post-war economy displaced millions of Americans and changed
settlement and migration patterns: the blonde’s move from Texas to Calilepnésents
the opening of the Sunbelt. The speed at which they travel up the coast also suggests the
accelerated experiences of the Cold War and suggests how the car “deedaeatess
to the experience of speed by allowing individualized control of speeding” (Kéglovs
200). Even though class and race restraints denied some access to owning oamlriving
automobile, the car represented the capitalistic identification with thedndiyias
opposed to the collective. Kerouac’s use of north-west journey challenges Gold Wa
notions of containment and highlights the movement of marginalized figures.

The narrator in “Good Blonde” travels by car from a serene beach scene to an
urban center, unlike the character§ e Dharma Bumsyho escape from the city
toward nature. This move parall€kayboy'scelebration of the city and critiques post-
war population declines in American cities. Drawn to the urban experience, t@mnarr
finds refuge in the “Cameo Hotel on the corner of Harrison and Third, where fotyseve
five cents a night you could always get a clean room...and quiet sleep” (154). His
celebration of the cheap, urban hotel proves his disregard for a suburban homestead. The

mass homeownership sponsored by the G.1. Bill promoted the home as a safe space, “the
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moral and economic ideal of the Cold War era” (Kozlovsky 210). William Lexdttt so

far as to say that “[n]Jo man who owns his own house and lot can be a Communist” (qtd.
in Kozlovsky 210). Therefore, being a vagabond was a sign of the narratorisagevia
Transferring the intimacy relegated to a suburban home to the space ofas @arother

way Kerouac challenged domestication. When the narrator and the blonde akgg “t

like two kids and completely unself-conscious,” the car becomes alternathes to t
intimate space of a home (Kerouac 150). Kerouac’s narrator uses theszapde ® the

city, but Kerouac makes it clear that his narrator could never afford to purcichsans
expensive commaodity.

The narrator’s journey, and Kerouac’s meticulous mapping of it, corresponds with
Fredric Jameson’s assertions regarding the 1950s shift from the modermsttpasaof
time and history to the postmodernist parameters of surface and space (2lyd)feDa
psychic experience, and languages are “today dominated by categopasefather
than by categories of time” (qtd. in Kozlovsky 214). Critical of the changing
spatialization of cultural production, Jameson argues that suppressing thedaljstor
favor of the spatial, is symptomatic of late capitalism. Kozlovsky argnae8eat
literature’s spatializaiton of literature serves a critical, palitagenda, even if the Beats
have traditionally been viewed as apolitical. He uses the shifting definition t€goli
and the Beats’ insistence on testing state imposed boundaries, to make thenargum
Cold War struggles occurred in the realm of individual rights, with a modern state
working to homogenize and normalize its heterogeneous populations into one rational
economical system. Because Beat literature worked to expose spatial bamdarie

shows how Cold War redefinitions of space manifested themselves in popular. culture
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Kerouac's texts often contain confusing, or diluted, messages regarding space,
consumption and sexuality.

Model of Masculinity: Sexuality

Most of Kerouac's works center on his male characters, exposing “his own
troubled masculinity, homosexual impulses and all” (Douglas 27). Readers are ofte
“invited to understand a fear, a belittling of women” that Kerouac does not gntirel
condone or examine (Douglas 26). The “Good Blonde” does not contain a cast of male
characters; rather, the male narrator mainly interacts with a fefiaile slight variance
to Kerouac's traditional narrative parallels how the “Good Blonde” presdayboy
readers with an alternative model of masculinity.

The Beats’ model of masculinity pivots on homosocial bonds. Kerouac'’s
narrators and characters are traditionally men joining togetherk@ge® sort of
stability in the tumult of the post-war society. Male friends become “sulestitot both
brother and father” (Jones 244). Michael Davidson refers to these bonds as “compulsory
homosociality,” joining feminist and queer theory to analyze Cold War hté&bary
gangs.” Davidson’s fused label exposes heterosexuality as the standardldating
gender difference. It also highlights the political implications of maiing others
based on sexuality: in Cold War America “certain types of homosocial borimbagd(
room politics, corporate networking, locker room badinage) are essential to t
perpetuation of capitalist hegemony” (Davidson 28). The splicing of AdrieraiesRi
“Compulsory Heterosexuality and Lesbian Experience” with Eve Kosofsky Sedgw
Between Mewgonnects homo- and heterosexual group dynamics and illustrates the lively

1950s debate regarding sexuality. The “inquisitorial” Cold War climakedi political
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and sexual deviance, often reinforcing a sense of alliance between homasapal g
(31). Compulsory homosociality could be extended to other male groups besides the
Beats that rejected “vestiges of female authority:” utiechelors, motorcycle
renegades, Hollywood cowboys, rock stars, jazz musicians, Black Mountain poets, or
even Robert Dean’s imperial brotherhood (31). Traditionally misogynistie trexs
“masculine identities within the popular imagination” offered alternativeke reigning
domesticated model of masculinity (31). The homosocial bonds in Beat literature
reinforced same-sex bonding that helped to define Cold War masculinity.

Compulsory homosociality can best be recognized in Kerouac’s male nadrators.
his 1961 “Jack Kerouac and the Beats,” W. M. Frohock observes a homosocial pattern in
each of Kerouac’s novels; there is a “first person narrator who controls titeopeiew
and is at the center of the important events; and then there is a second charaater towa
whom the narrator takes a peculiarly respectful attitude” (146). Thisrelateonship
pattern originated in novels as old as Don Quixote and “lies at the heart adtameale
mythology” (Jones 241). Applying Frohock’s narrative observations to Kerouac’s
characterization of the American male, Jones argues that the repettinis foditernal
love made Kerouac a cultural icon. “Obvious to any man who looks honestly at his own
life or the lives of the men around,” this fraternal relationship “is replicategvery
level, from the personal to the familial” (242). Thus, male readers can filndi&eEs
characters accessible and “at an acceptable distance—the rarefied pasiniversal
male homosexual love” (242). While Jones is able to analyze how this homosocial bond
functions in Kerouac’s major works and his shorter pieces, like “The Rumbling,

Rambling Blues,” he fails to note the effects of this pattern’s absence.
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In the “Good Blonde,” the old Greek could be conceived as a father figure with
whom the narrator shares his thoughts; yet, rather than a lead male character, “G
Blonde” presents readers with a predominant female character whom thernarrat
respects. The good blonde is patient, reflective, and seems so much more in the know.
When the narrator gets anxious looking for his supply of Benzedrine, he begins to panic.
She calmly responds with short declarative sentences that do not end with éealemat
points: “Take your time” (Kerouac 147). When discussing the difference betner
rural upbringing and her “new life now modeling and acting in cities,” she worides
past was more satisfying (146). She is very well versed in city life; shiedean to New
York, laughs at the narrator’s naiveté about bar décor, and shares tips about jazg.hotspo
She has taken all the same drugs as the narrator and knows similar mersitsal She
even has a theme song, a little bop arrangement that a jazz band plays wslemeve
walks into the local bar. Her ability to drive also earns her respect. Shevexdtte
car from Texas to California by herself, and, by the time she picked up théonashe
“had the heap jet gone up the road and went up to sixty and kept it there hard and clean
on the line, driving like a good man driver” (147). When the car begins to run out of gas,
miles outside of Salinas, she swerves the “car from side to side in a gdasfal
(247). The narrator immediately questions her actions, and she informs him that by
splashing what gas is left into the carburetor, the car can travel for a fewmhese At
these moments in the story, the narrator “loves” the good blonde: “Ah well and what a
strong sweet angel to spend the rest of your life with” (152). The good blondetistre
and stereotypical masculine qualities make her a suitable road companion. She even has

the same frantic energy as Dean Moriarty: “talking a blue streak, hdradl night, and

93



pushing the car to beyond its limits (148). These qualities justify Kesoahoice of a
female for a lead character, but they are also constantly undermined by a strange
heterosexual tension.

The narrator’s sexual tension undermines traditional gender roles and makes the
blonde the dominating figure in the story. The tension begins as soon as the good blonde
pulls over to pick up the narrator. The narrator “keeps wondering” why the good blonde
picked him up; in parenthetical asides, the narrator questions her motives and his luck
(145). When she tells him she is going all the way to San Francisco, the rgrrator
response shows the tension: “Wow, great.’ (To myself: who will ever beligoed ride
like this from a beautiful chick like that practically naked in a bathingsuit,, wudnat
does she expect me to do next?)” (147). The parenthetical aside is just one of'Kerouac
literary techniques that expose his character’s sexual tension. “Unabésénmtpr
homosexuality clearly, unable to settle into heterosexuality cleardgiiatine Stimpson
argues that Kerouac devised “several narrative and rhetorical belts hidth to buckle
his discomforts” (173). When the narrator finally asks the blonde why she picked up a
“guy like [him],” she repeats, “Well | told you | needed someone to helplnve to the
City and | figured you could drive, you looked like it anyway...” (147). Kerouac'otise
ellipses undercuts the blonde’s logical answer, as if she had really hachteh&ons
when she saw him hitchhiking.

Kerouac's first person narrative stance often objectifies the good blonde as a
sexual being, which only increases the tension between the characters. Tioe narra
wants her to want him. For instance, he is amazed at the “way she looked straght ahe

and drove with no expression and sending no mincing gestures [his] way or even
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telepathies of mincingness” (146). Although, his amazement is rooted in a highly
ambiguous heterosexuality; he admits that in his “scheming mind” he wants her to
“secretly” be a sex fiend, pull over and force him to “make it” but his bashfulness, and
her grave nature, prevents him from acting on his “really insulting propositid8).(
Immediately after sharing this thought with the reader, the narratsttivalblonde a
“young lady” and admits he was “afraid to turn and look at her” (148). A “young lady
differs greatly from the other things the narrator calls her: Good Blondégy, Pret
Cleopatra, Angel, doll, or cold and boring. Simply because she is a female, #ternarr
cannot resolve his respect with his yearning.

Kerouac's portrayal of gender roles in “Good Blonde” conflicts with the Baad
Playboy'salways, dominate male role. Analogous to the Playmate, the “beat chick”
existed for play only. Both female characterizations are “neither goodjicked, only
inviting” (Lee 190). The airbrushed centerfold and the Beat chick present saierpar
for heterosexual men living in Cold War Ameri€dayboyeditors and Beats depict
females as “attractive, young, sexually available, and above ali’qileee 189). InThe
Beat Generation Writerg). Robert Lee wants critics to read that characterization of
females as “silent” as “dumb”; he claims the silent femaleneillask for marriage,
apply guilt, demand financial transaction, or “tell their side of the sidugg 189).
Walter’s wife inOn the Roaepitomizes a model female: unnamed, she is the “sweetest
woman in the world...she never asked Walter where he’d been, what time it was,
nothing...She never said a word” (Kerou@u the Road 92). Far from silent, the good

blonde never stops talking. She even questions the narrator about the futility of his
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travels. By questioning his lifestyle, the blonde undercuts the narrator’siguémat
forces the narrator to second guess his sexual desires.

The narrator’s ambiguous sexuality is displayed by his adolescenbnseatct the
woman. When the narrator first comments on her looks, she “turn[s] and look[s] at [him]
with bland frank green eyes” and asks, “What do you mean?” (Kerouac “Good Blonde”
149). The narrator wants to tell her that she should “get thee to a nunnery” becasse she
too pretty, too gone, and not yet married (149). But once again, the narrator is too
ashamed to share his thoughts. The blonde breaks the silence by asking if hedges chan
so she can call her “man” (149). To contain the blonde’s strength, Kerouac clegacter
her as someone’s girlfriend and on the verge of getting married. He also hasata nar
oscillate between representing her as a mother figure and a whore. sTh@nernent on
the 400 mile drive in which the narrator “felt the urge” to “just lay [his] head inapér |
while she drives (150). The level of comfort the narrator feels quickgrteto
guestioning why she picked him up and “what she really secretly thought of [him]” (150)
And when the blonde rejects the narrator’s choice of living down by the river, he react
by claiming he “definitely didn't like her...because in her secret bedroom shebproba
yawned a lot and didn’t know what to do with herself and to compensate for that had a lot
of boyfriends who bought her expensive presents (just because she was beauthul, whic
compensated not for her inside unbeautiful feeling), and going to restaurants and bars and
jazz clubs and yooking it up because there was nothing else inside” (151). Thshchi
rant, which is only shared with the reader, slips into empty, abusive threats. Then, whe

the blonde surprises the narrator with in-depth conversation regarding the cayehts
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back to wanting to have intercourse with her. His schizophrenic feelings footiaebl
expressed four different times in a relatively short story, reflect histindi sexuality.

“Good Blonde” presents a heterosexual model of masculinity, but because of the
good blonde’s stereotypical masculine qualities, and the narrator’s reaction to those
gualities, it is an ambiguous heterosexual model. MoBtayfboy'sand Kerouac’s
female characters are “all too often marginalized, mere sexuat®pyederably dumb
and willing” (Mayer). The good blonde has all the physical attributePtdydboy
bunny, but she is far from dumb and hardly a willing next-door girl. Retelling his
fantastical ride with a “blonde bombshell” seems to perfectly fiPlagboynarrative
regarding the mystery and excitement of the girl next door. But she is so fiemndi
Are Playboyreaders too blinded by the blonde’s attire, or lack of one, to notice her
command of the wheel, conversation, and situation? Catharine Stimpson suggests that
Kerouac’s “burnished traditional portraits of femininity...offer an alteweato the
homosexuality that male friendship both contained and constrained” (375). The blonde’s
complexity overwhelms the narrator, and he has to return to the Zen Buddhist theme tha
began the work: “Ah hell it's all a dream including beauty” (Kerouac “Good Blonde”

150). From the narrator’s perspective, she doesn’t want to sleep with him bdtause “
nothing but a short vague dream encompassed round by flesh and tears, and the ways of
men are the ways of death...the ways of beautiful women such as those pictured in this
magazine are eventually the ways of old age” (152). Kerouac’s varyingidemtthe

blonde as a desired, but unattainable, sex object, maternal presence with whorish
gualities, or equal intellectual preseRlayboyreaders with an inversion of tikéayboy

centerfold. The good blonde represents all the fears regarding the feimimafa
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America, but by writing her, Kerouac contains her and by publishing KerBladoy
owns her.
Conclusion

During the Cold WarPlayboyfeatured authors, like Jack Kerouac, who
responded to redefinitions of space and sexuality. In “Good Blonde,” Kerouac®narra
is hardly the virile playboy—he ends up alone in the Cameo Hotel. His 75 cent hotel
room also rejectBlayboy’sfocus on conscious, conspicuous consumption. The narrator
regrets the “too new, too fancy” electric train and wants to live by awiibout earthly
possessions (Kerouac “Good Blonde” 154). But his search for something to believe in
during the post-war crisis is also experienced by playboys—only the Beatsthega
search with ridding themselves of possessions, and the playboys bought new gadgets.
The fundamental difference betweRlayboy'sand the Beats’ vision of happiness—
consumption—forced editors to use Kerouac as a foil. The magazine and the author
possessed the same rebellious, sexual qualities, except for the desireifmpamicCold
War capitalism. Thus, Kerouac presents a model of masculinity that caltesieously

serve and undermine the grand narratives presentédyboy'seditorial content.
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CHAPTER 3—SOPHISTICATED SPENDING BY VLADIMIR NABOKOV

Vladimir Nabokov is a representatitayboyauthor due to his popularity and multiple
contributions. Nabokov’s open admiration for American-style capitalism, hilsraélmn

of middle-class individualism, and his exploitation of Cold War sexual politazserhim

an obvious spokesperson flayboy Nabokov’sLolita best represents his admiration

for America because it is a record of Cold War Ametliesslie Fiedler claimed that
“[nJowhere in our recent literature is there so dedicated and acute péiue

landscape, topographical and moral, alsalita...Lolita herself is America” (335).
Nabokov’s formidable literary output, lecture appearances, and thirty-plus @wsrvi
helped to create the persona of an elitist, strongly opinionated aristocrdé Jatk
Kerouac was pressured to produce works equally sensatioDal the RoadNabokov

did not have to compose new works or try to maintain the admiration of the literary
critical community after the United States publicatioh.olfita (Johnson “Nabokov”

141). Nabokov used his thirty-year reservoir of Russian and French literatur@ toikee
name in the public eye, even while settling down abroad in Switzerland, where he wrote
Lolita. Nabokov dominated the 1960s literary scene, which isRldnyboyeditors
persistently pursued him. As a magazine that “moved in the wake of the auture
followed it greedily,”"Playboyneeded to have Nabokov in its pages—especially because
he was considered a serious, high-brow writer (Fogarty 7). To maitgt@ultural

currency and enhance its level of sophisticatiayboyeditors diligently worked to get

Nabokov to contribute to the magazine.
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Even though Nabokov’s sophisticated persona matehedoy'saspirations for
serious content, his literary contributions provitlayboyreaders with a slightly different
model of masculinity than the magazine’s traditional editorial content. Higtlite
supportsPlayboy’'smodel of affluence, as well as its call for men to take charge of the
domestic sphere. His émigré status gives his literature an exoticnfasggct that
differs from the editorial content geared toward white, mid-western, @ristales.

While Nabokov’s ethnicity could potentially ostracize him from American popular
culture, his support for Cold War containment policy and the Vietnam War catheste
émigré status into an allowable exoticism. As Chelsea Bauch claimshiuffieigton
Postreport onPlayboy'sscandalous fiction, the “men’s magazine is far more varied when
it comes to its featured fiction” than its consistent set of criteria fgniRites. Whereas
most ofPlayboy’seditorial content maintains a strict heterosexual content, Nabokov’s
literature presents a spectrum of sexuality.

Getting Nabokov’s Attention

In its January 2009 issuBlayboyranked Vladimir Nabokov twenty-second in its
list of “The 55 Most Important People in Sex.” Alfred Kinsey topped the list, but
Nabokov’s high ranking indicates editors assume that, like Hefner, Madonna, Howard
Stern, and Marilyn Monroe, Nabokov affected the way sex was viewed in American
culture. Editors sandwiched Nabokov between Catharine MacKinnon, a University of
Michigan law professor best known for crafting concepts of sexual harassnmeeAnita
Bryant. WhilePlayboyeditors credit MacKinnon for changes to work place demeanor
and attribute the galvanization of gay rights to Bryant's wild accusationsrediake no

special reference to Nabokov and simply quote his B3&gboyinterview: “I shall never
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regretlLolita...she was like the composition of a beautiful puzzle. There is a queer, tender
charm about that mythical nymphet.” This description suggests that Nabokownhes on t
list solely for the creation dfolita. Merely quoting Nabokov’s interview, as opposed to
listing any credentials, proves that Nabokov and his Lolita maintain theirgalthi
charms.Playboyhas canonized little Lo. Lee. Ta. in its annals, as literary and cultural
critics have canonized her into the annals of the American imagination. &henship
betweerPlayboyand Nabokov grew into a relationship marked by mutual affection, and
the understanding that this was a profitable relationship for both parties.
Playboy'sSeptember 1958 “After Hours” Book Reviewlddlita marksPlayboy’s
first mention of Nabokov and his greatest contribution to sex. This review mimics the
divided critical reception aftdrolita's American release—as many literary critics
wondered, “id.olita a work of art or just a work of pornographyftie Providence
Journal'sreviewer thought “most readers will probably become bored...or sickened,” and
Orville Prescott, inThe New York Timedeemed_olita “repulsive,” “disgusting,” and
“highbrow pornography.” However, tidayboy“After Hours” review does not hint at
the book’s taboo subject; in fact, editors only hint that Putnam has kept “intact” the
“gamy Paris version” of the novel (21, Sept. 1958). Editors most likely did not need to
call attention td_olita’s pornographic status, which was rejected by educated readers in
general, and, surelilayboyreaders would not find the pornographic aspect repulsive.
Instead Playboyeditors focus on Nabokov’s literary talents. They write that the novel is
“Brow-creasing” because it is simultaneously a “masterpiecd™an obscene,
pornographic subversive work” (20, Sept. 1958). They mention how the first-person

narrative describes Lolita in “extensive, pathetic, comic and horrendoul§ (taSept.
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1958). Editors include Nabokov’s mastery of three languages, his positions at vy
League universities, and his international reputation, aligning Nabokov with
sophistication—one dPlayboy’sfavorite qualities.

Editors compare Nabokov’s literary talents to “the richest of Rabelais,
Dostoyevsky and Spillane” (21, Sept. 1958). Comparing Nabokov to Rabelais reerenc
the authors’ linguistic advances, while Humbert could easily be one of Dodtgigevs
human psychological case studies, with mental anguishes similar to Rodion Romanovich
Raskolnikov. But the comparison to Mickey Spillane seems less fitting, asrfefsl|
Mike Hammer detective series contains graphic violence and pulp erotagnattfirst
glance, seems far from Nabokov’s novel about an old-world European committing
pedophilic acts on a conventional, American teenager. Spillane “linked sexualwiligisi
crime and violence” and revealed fears that sexual crimes in urban Amenie a
symptom of a disease—aberrant sexuality (Sanders 276). Out of the 1950s ten best
sellers, six belong to Spillane; dMme’'s1968 list of the 25 all-time bestsellers, Spillane’s
name appears five different times (Whitfield 34; “Books: Alltime”). Popuasility
put the Spillane novels on the bestseller’s list, proving that Americans ddlighte
Hammer’s “gruesome murders in the name of combating the red menace” (€mgdil
xiii). Stephen J. Whitfield argues, The Culture of the Cold Wahat Spillane “recruited
more Americans than any other author” in McCarthy’s battles agaoremunists and
homosexuals (37). Whileolita may have shared a bestseller’s list with one of
Hammer’s adventures, it did not convert anyone to McCarthy’s cause; y&pitlame
reference suggests tHaltayboyeditors suppose both Spillane and Nabokov exposed

shifting cultural values and expanded notions of the taboo, including violence, sexuality,
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and incest.

The “After Hours” review reveals Cold War attitudes concerning national
feminization and juvenile delinquents. Ignoring the characters’ sexuakditts's repeat
critical claims that Humbert, not Lolita, is the victim of sexual deviafigdita deserves
to be seen in all her sugar-plum sweetness, outrageous sportiveness and astonishing
schoolgirl lechery” (21, Sept. 1958). Assigning adjectives like “sportind” a
“lecherous” reinforces Cold War commentary on aggressive females, juvenile
delinquency, and teenage consumption. Theodor W. Adorno frequently stereotyped the
American female teenager as “obnoxious,” overindulgent, demanding and a child who
“behaves toward her father in an incredibly inhuman and cruel manner” (486, Sanders
279). Lionel Trilling applies this description to Lolita, and Thomas Mdkiaels her a
“spoiled sub-teenager with a foul mouth, a self-offered target for lechecsiuse she
had “a nasty little affair with a nasty little thirteen-year-olti02). WherPlayboy
editors prepare readers for this particular perspective on Lolita, theynpdathe Cold
War wariness of the “combination of femaleness and aggressivenesghane the
novel’s description of rape, pedophilia, and incest (Sanders 279). Throughout the review,
editors blame Lolita for her own victimization. Editors argue that Lolgateons, her
expression of “the myth of contemporary American passion of youth” and her history
(“the most touching and amusing of the century”) make this a novel to “buy, borrow, or
heist” (21, Sept. 1958). Simultaneously idealizing and degrading Lolitamandhat
Playboyagrees with critics who ignore the novel’s sexual crimes in favor bigts
literary value.

Nabokov’s literary talent and his cultural capital ensuredRletboyeditors
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would find a way to get him into the magazine’s pages. Including Nabokov in its pages
would position the magazine within the literary traditions set fortBdmuire;it would

evince the search for inventive work that challenged readersPls#ghoyeditors seem

to waver between awe at Nabokov’s fame and consternation regarding olisrsess of

his literature. For example, editors immediately use the word nymphepagigs; they
describe Sharon Wallace, a ten-year-old who wrotagboyinquiring about Playmate
clubs, as a nymphet. In her “Dear Playboy” letter, Wallace “thinks"ghtrbe “fun” to

start a Playmate club; she asks about a possible fee for membership cards and “a book
telling...how to start your club” (8, Jan. 1960). Editors, also calling Sharon atisywee
suggest she wait “eight or nine years” before joining a Playmate clubw mémths

later, in the July 1960 issue, Shel Silverstien pairs a black and white televisionatnaps
of a young blond and a much older man with the caption: “And this fellow is willing to
pay us plenty of money for our story. What do you say, Lolita?” (73, July 1960).
Nabokov admittedly enjoyed the jokes, @&ldyboycontinued to reinforce his image as a
high-brow, elitist artist. For instance, in the December 1960 “After Hoed#ors put

him in the “elite corps of writers who have contributed words to the languagelidout t
went on to mock him by suggesting he has overstepped his boundaries as an author (19).
The “After Hours” update described Nabokov’s court hearing to obtain proprietorship
over the word “nymphet” (19, Dec. 1960). Nabokov was pressing charges against a
French film outfit planning to shohdies Nymphettesecause he did not want the word
nymphet to enter the public domain. Referencing the court hearing allows ¢uolpost

the “itchy question” of whether or not authors are the proprietors of coined words (19,

Dec. 1960). Satirically, editors remind Nabokov that the “French film is nohgats
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flick—Lolita” and proceed to call Nabokov “possessive” (19, Dec. 1960). Once again,
he is compared to other writers, “Cervantes, Capek, Lewis, Porter, Pottéfesouac,”
who have also coined their own words that have “enriched the world’s languages” (19,
Dec. 1960). The ambivalent tone of the “After Hours” update might be an early
indication that Nabokov’s literary talents would overwhelm some readers; or, the tone
could be a reaction to Nabokov’s initial reluctance to publish his fictionRl&pboy.
Nabokov refused to have any contact with the magazine until 1961. His first
contact was a heated responsPlayboy’spublication of Maurice Girodias’ memoir
“Pornologist on Olympus” in the April 1961 issue. In his memoir, Girodias reveals his
version of the “epic” history dfolita's publication, which resulted in the “some of the
best and some of the worst” publishing experiences for the new owner of Olymmsan Pre
(68, April 1961). Girodias also includes disparaging comments about Nabokov. Like
other publishers in the international literary community, Girodias had not heard of
Nabokov and claims that “the enthusiastic recommendation of his literary agerddse
to point rather to scholarly pomp than to originality” (68, April 1961). Girodiasgwais
the novel, but condemns the author for being snobbish. Their first few exchanges were
pleasant and Girodias obtained world English-language rights for the novel. Nabokov
wrote Girodias in July 1955 requesting the suppression of possible scandals surrounding
his “serious book with a serious purpose” (145, April 1961). Because United States
Customs did not withhold an English version of the text in 1957, Girodias went forward
with his plan to “maké.olita famous” by using the novel in international obscenity trials
against country-wide bans (145, April 1961). Ignoring Nabokov’s initial request,

Girodias’ “boosting and hustling” made international sales very succe$4tlApril
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1961). Shortly after American publishers contacted Nabokov for publication
opportunities, pleasantries between Girodias and the author ceased. Nabokov sent a
registered letter stating “I declare our contract null and void,” a compidéeglsl and
almost childish move (146, April 1961). Girodias goes on to declare that Nabokov has
developed a “Hugolian stature” and a “formidably centrifugal persoh&lit6, April

1961). He repeaRlayboy’s“After Hours” update regarding the French film court trial
and then describes Nabokov's “flamboyant impertinence” (146, April 1961). Girodias
portrait reinforces Nabokov’s growing elitist persona.

Playboywanted to promote Nabokov precisely because he was a pretentious,
high-brow author. Girodias’s description of his first confrontation with Nabokov, and
Nabokov'’s reaction to the publication of this description, depict an incredibly alcsif art
According to Girodias, the encounter occurred at a French literary ocdasd in the
“dignified salons of Gallimard” (146, April 1961). After exchanging a few
complimentary words and forcing grins for the camera, “Nabokov’s grin wedéila
subtle change” and “with the easy grace of a dolphin he plunged backwards and
sideways, and made his way toward Mrs. Nabokov” (147, April 1961). Girodias seemed
to have expected something more explosive after their “violent epistoldrgreges”

(247, April 1961). Nabokov denied being aware of meeting the Olympian Press owner to
his literary agent and complainedRtayboyeditors for printing the memoiRlayboy

published Nabokov’s denial in its July 1961 “Dear Playboy.” In a letter postohfndkm@

Nice, Nabokov claims the “amusing memoir” contains “a number of inaccayacie
especially the “bizarre charge” that he was aware of Girodias’ presg¢tice Gallimard

cocktail party (10). Nabokov reverts to calling himself “extrenaeyrait (as Humbert

106



Humbert would have put it in his affected manner) and...liable not to make out mumbled

presentations” (10). Nabokov suggests that he would have only recognized Girbdias i

was “carrying a plate with an author’s head” (10). Nabokov implies he is the wicti

this relationship, as Girodias was the one obsessed with the financial adpsitaof
Nabokov felt further victimized by the fact tHallayboyeditors did not publish

his correspondence sooner. Brian Boyd declares that “Nabokov was cRéaylmfy

for the publication of the memoir and “outraged” witdayboydelayed printing his

rejoinder to Girodias (464). He was so “chary” that he turned down Spectorsky'toffe

write a piece on Brigette Bardot due to the popularity surrounding Simone deddé&a

1960Brigette Bardot and the Lolita Syndrom&lways aware of international, and

particularly French, intellectual critiques, Spectorsky wanted to ¢iapitan de

Beauvoir’s critique of the new ideal for women—a nymphet; he assumed Nabokov, with

his recent celebrity and intimate knowledge of nymphets, would compose an excellent

editorial for the magazine. Nabokov refused. He even made his wife, Vera, respond to

Spectorsky, as if he could not be bothered with the offer. Vera wrote thathehile

husband was “flattered by [Spectorsky’s] confidence in his versatilityialse'never

seen Brigette Bardot either on screen or in life, and that the entire prgjett hderest

for him” (NabokovSelecte®35). Vera concluded the letter by sending her husband’s

“kindest regards,” but editors knew that they would have to find another way to get

Nabokov into the magazine. Spectorsky kept a close eye on literary movements, and

Hefner insisted on the magazine’s cultural currency—therefore, they warttedatpart

of Nabokov’s growing popularity. Even though editors might have been wary of the

complexities of Nabokov’s literatur®layboyneeded to publish him fhe New Yorker
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andNewsweekad already done so.
Mutual Kicks

Playboy’s2010 publication of Nabokov'She Original of Laurgoroduced a
media frenzy. As described in various outlets, suchhasNew York Observehe five-
thousand word excerpt is only fragments of a novel, dispersed over 138 note cards, which
Nabokov wanted destroyed upon his death in 1977. Rather than destroying the
fragments, Vera let the novel sit in a Swiss bank vault for three decadéspliiag,
Nabokov’s son, Dmitri, wrested it out of the vault and entrusted its sale to Andregy Wyl
a notoriously tough literary agent. To obtain serialization rightRlyboy literary
editor Amy Loyd Grace bombarded Wylie with bouquets of orchids. The orchrds we
meant to reference Nabokovsla, whichPlayboyserialized in 1969, and remind Wylie
“that Nabokov really liked publishing withlayboy and how devoted Hef is to Nabokov
and his legacy” (Grace). "l would get nice notes back from him, but he really wouldn
give me anything," said Grace; "He said he wasn't surétagboywas the place to
launch the novel in the United States.” Grace persisted because she believes tha
“Nabokov loved being published Playboyand got a kick out of it. Also, he really read
it. In his collected and selective letters, even when he wasn't writiagtiito Hef or
A.C. Spectorsky and Robbie Macauley...he is writing to other people and saying, hey did
you see the great cartoonRiayboyaboutLolita?” (Ciotta). According to Grace,
Nabokov knew thalPlayboypublished good fiction, presenting readers with an
interesting blend of high and low features.

After working at publishing houses, suchTdse New YorkeiGrace liked the

challenge of reunitinglayboywith its initial objective to combine the physical with the
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intellectual. She recalls her undergraduate years at Bowdoin Collegeshdeealized
thatPlayboycombined elements that first attracted “a man’s eye” then “enrich[ed] his
intellectual and spiritual life” (Ciotta). To officially secure heb asPlayboysliterary
editor, Grace curated a special feature marking the fiftieth anaryas$Lolita

(Neyfakh). Pursuing@he Original of Laurdive years later offered Grace the chance to
remind people oPlayboy’s“literary history because it is easy for people to dismiss [it]”
(Ciotta). Grace’s advances paid off whidme New Yorkerefused interest in the
fragmented novel, andlayboyreceived first serial rights. The serialization deal
consisted of the highest suPlayboyhas ever paid and did not include a preview of the
literature. Even so, it was “reckoned to be a coupPlayboy,as it reestablishes its
“long-held reputation as a publisher of literary works as well as girltares’ (Bremer).
Grace’s successful pursuit of Nabokov’s last work helped to reest&tbdighoyas a
publisher of quality fiction.

Much of Grace’s argument for pursuifige Original of Lauras true—Nabokov
andPlayboydo share a long history, and Nabokov did read the magazine. Also, Hefner
forfeiting such a large amount for 5,000 words sans preview does suggest that he is
“devoted” to Nabokov and his legacy, or at least Hefner is devoted to re-atti@acting
literary audience. However, Grace’s offnrand comment that “Nabokov loved being
published” in the magazine might be a stretch. Rather, Nabokov’s collected atebdselec
letters reveal that “love” should be downgraded to “getting a kick.” As noted above,
Nabokov refused to appear in the magazine, and it was not until after being plelbsed wit
the printed version of the 1964 interview that Nabokov's relationshipRigtyboygrew.

In total, he published two complete novellas, a long excerpt Adajand four short
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stories between 1966 and 1976. After Nabokov's d@#lyboypublished another
excerpt fromAda,two more short stories, and, of cour§he Original of Laura.

To build their relationship, editors continued to focus on Nabokov's literary
talents and then tried another avenue to get him to contribBtaytboy The July 1962
Pale Fire“After Hours” review predicts that the book, an “elaborate literaryplay”
will not have as many readersladita (27, July 1962) Editors insist that “Nabokov
writes brilliantly” but claim that “his doses of melodrama, satire, fgraasl a highly
sophisticated irony produce a concoction that will daunt most readers” (27, Ju)y 1962
In the “After Hours” review oflhe Gift,editors state that the novel is “lilkkale Fire a
system of mirrors, conundrums, books within books” (14, July 1963). Exploiting
Nabokov's émigré status, editors claim his “cruel wit” is “the wit of ateexeyes fixed
on things with distaste and apprehension, agonized intelligence trying to get on top of
life” (12, July 1963). But they are much kinderTihe Giftreview than in their
assessment éfale Fire They actually take the time to explain the protagonist, plot and
premise of the novel and praise it as “an elegant farewell” to his Russiangsv(12,

July 1963). Editors bestow even more praise in their October 1964 revidve of
Defensethey go so far as to claim that Nabokov could “if he chose” compose “an
enthralling story out of the life and times of an artichoke still on the stem” (38, Oc
1964). In March of 196FIlayboysent Alvin Toffler to Montreux for an interview to
discuss his literary talents. A young editor fréortune, Toffler had been in Europe that
summer looking for suitable interview subjects, while teaching at the Salzbonig&

of American Studies (Weyr 152). When they met, Toffler claimed Nabokov was

“agreeable, but set peculiar ground rules” (Weyr 153). He refused to be intnhimee-
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to-face. Instead, Toffler submitted written questions to Nabokov’s hotel rodwaited

for his response before sending more questions. The process stretched over ted days a
took much more time to refine it for “the illusion of spontaneity” (Boyd 473). It is the
only nonverbal intervieWlayboyever published. The unconventional experience
reaffirmed Nabokov’s haughtiness, but the final product must have pleased Nabokov.
The January 1964 interview confirmed Murray Fisher’s theory that “the intecoeld

be used as a lasso to snare authors unwilling to write directly for the magamine” a
marked the beginning of Nabokov’s long publishing legacy with the magazine (qtd. In
Weyr 153).

The “Playbill” introduction to Nabokov’s interview lists all the reasons why
editors desperately sought his presence for the magazine. Editors clatinmstiatst
appearance” reveals Nabokov as he is—"“the celebrated commentator on manners and
morals,” “highly controversial”, “inventor of the nymphet”, “world’s most roelous
and original stylist” and “widely read” (2, Jan. 1964). In the introduction to the
interview, editors recapolita’s fame and use a Jack Kerouac quote to balance the critical
fuming and intellectual theories regarding the novel. Disregarding the diysaedithe
“old world seducing the new world” theories, Kerouac mused.tbigt is nothing more
than “a classic old love story” (35, Jan. 1964). In the interview, Toffler quickly moves
pastLolita and gets Nabokov to discuss why he lives in Switzerland, whether his art
should serve a social purpose, how he composes or translates a work and what he
considers his “principal failing” (40, Jan. 1964). Nabokov declares his “principagfa
to be a lack of spontaneity: “inability to express myself properly in any |gegualess |

compose every damned sentence in my bath, in my mind, at my desk” (40, Jan. 1964).
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The following exchange is quite misleading for those readers unawar of th
nontraditional interview format. Toffler praises Nabokov for “doing rathel at¢he
moment,” and Nabokov retorts with “It's an illusion” (40, Jan. 1964). And for
unassuming readers, it was an illusion. Nabokov painstakingly crafted responses to
Toffler’s questions, and the two spent more time creating the illusion of spontaneous
speech than composing questions and answers. The illusion is necessary for both the
author and the magazine: Nabokov remains sophisticated in so-called spontaneous
dialogue, and the magazine finally gets Nabokov in its pages.

Playboywanted to participate in the commerce generated by Nabokov and the
controversies surrounding his works. But they also wanted to give readers a giimpse
his style. Readers seemed to enjoy the brilliant dialogue between aoiflédabokov;
Herbert Gold, one of the most prolific contributors to the magazine, congratulaites A
Toffler for “finally cornering Nabokov” and praises Nabokov for always rsteitexactly
what he wants to say” (8, April 1964). Another published “Dear Playboy” letter
expresses the author’s “exhilaration” that “the authdratita” wanted to “skip sex” (8,
April 1964). The often-quoted interview revealed’tayboyreaders that sex is only one
of Nabokov’s concerns: Nabokov politely demurs Toffler’s request to talk sex ledvaus
finds it “too tedious for words” (36, Jan. 1964lhe interview process let the author and
editors use each other for mutual gé&tgyboywould pay well, and Nabokov would
heighten the sensual aspects of his works sdPlgboyreaders could more easily find
what they were searching for. No longer “cool towlayboy” the interview assured
Nabokov that editorg/ould provide him with authorial rights and handsome commission

for bothThe EyeandDespair(Boyd 484).
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The changes Nabokov makes to the English versions oflihetltyeand Despair
deserve more attention because they highlight how Nabokov responded to a mid-century
American audience. First written for “a small audience of Russian &migre lived in
something of a hothouse atmosphere,” Nabokov’'s English inclusions of “some rainbow
patches” seem to be prepared with R@yboyaudience in mind (Johnson “Nabokov”

395; gtd. in Boyd 484). Boyd quotes a typical example of these revisions; in the Russian
original, The Eyecloses with “And what do | care if she marries another? She and | have
had heart-rendering meetings by night, and her husband shall never find out about these
dreams I've had of her.” THelayboyEnglish version becomes: “And what do | care if

she marries another? Every other night | dream of her dresses and things onsan endle
clothesline of bliss, in a ceaseless wind of possession, and her husband shall never learn
what | do to the silks and fleece of the dancing witch” (gtd. in Boyd 484-485). The
attention to Vanya’'s garments and implications of masturbation suplagtioy'smodel

of masculinity—any playboy can possess any playmate in his dreams. In gsglrevi
description, Smurov reduces Vanya to mere possessions. The clothesline display of
Vanya'’s expensive undergarments implies expensive tastes more suitanefbuent
playboy than a Russian émigré.

Nabokov also adds details to heighten Smurov’s sensual impressions and adds
word-play to stress his disturbed mentality. Jane Grayd@ab®kov Translatedontains
comparisons of the Russian and English version that prove Nabokov added sexual
references and heightened Smurov’s sexual frustrations in the English version. For
example, he alluded to Smurov’s affair with a dentist’s young daughter angieshan

physical details of Smurov’s mistresses. Matilda’s “straddles witlsthemg fat thighs”
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her “hobbyhorse” and the maid is now a “creamy-haunched wench” who places “her
breast on the sideboard” along with a bowl of fruit. Vanya’s lips now “need so baglly ‘t
balm of a butterfly kiss™ (gtd. in Grayson 86). Other additions, like Roman Bogdanvich’s
theory that Smurov is a frustrated homosexual, stress the text’s tone otddistra
sexuality. For example, Nabokov adds “I believe | might have consummated a shiver of
oneirotic rapture had | been able to hold her a few seconds longer” (gtd. in Grayson 87).
Smaller edits, such as changing the smell of English cigarettes from tooceydied
prunes, suggest that Nabokov wants to elaborate on Smurov’s characterization. Candied
prunes require another stage of processing than the more natural honey. Witm#tlese s
edits, Nabokov adds to Smurov’s capitalistic tendencies. Grayson argues that these
changes “intensify the ironies of the plot and enable the reader to dissocisgd hiore
from Smurov’s point of view” (88). Grayson’s assessment regarding Nabokows tes
“widen the critical distance between the reader and the characters” deesoit for
the make-up of Nabokov’s readers (88). Nabokov made these revisions viktayhey
audience in mind; he is obviously awarePtdyboy’'sprimary audience and took this
opportunity to parody both his iconic status as the author of a dirty book, as well as
critigue America’s Cold War fears regarding variant sexualities

Nabokov kept hi®layboyaudience in mind while making editsDespair.
Poised between desire and reality, Nabok®¥e EyeandDespaircontain themes
regarding the abstract notion of the Other which suppoRlndoynarrative that the
“girl next door” could be anyone—even a lova@he EyeandDespairboth contain first-
person narratives, and treat a mentally unstable protagonist; the Engdisinsevere

prepared at approximately the same timidie-Eyeon 19 April 1965 andespairon 1
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March 1965. In her analysis Diespair,Grayson is careful to compare both of

Nabokov’s English translations, the first dating to the 1937 London publication. Grayson
claims the second translation is “a more sophisticated and extensive elabordt®n of
two pre-existing versions” (65). Nabokov “tidies up” the logical progression of the
narrative and includes “other forms of authorial patterning” to better experseddn’s
delusions (Grayson 65, Connolly 138). For example, in the second English translation
Nabokov includes three more references to Hermann'’s stick, three moreaes$ei@his

car, and multiple allusions to Lydia’s love affair with Ardalion (Grayson 65-8Gese
additions make the puzzle of Hermann’s delusional desires easier to decipher, which
suggests that the averdglyboyreaders need more clues to move through the labyrinth
of Nabokov’s narratives.

Playboyreaders would have also enjoyed Nabokov’s heightened depictions of
violence and sexual obsessions. Nabokov adds five references to madness and violent
death, includes grotesque humor when Hermann reunites with his brother, and increases
the suspense surrounding Hermann'’s nightmare (Grayson 69-71). Nabokov better
illustrates Hermann'’s sexual obsessions with a “two-page descriptiameofourse and
“the dissociation he experiences during the sexual act” (77). But Nabokov alsosnclude
smaller sexual references, such as adding a sausage to Felix's pack ahohgescr
Hermann’s premarital brothel experience in a more comic way. CompéPéaitmy
version:

At sixteen, while still at school, | began to visit more regularly than before
a pleasantly informal bawdy house; after sampling all seven girls, |
concentrated my affection on roly-poly Polymnia with whom | used to

drink lots of foamy beer at a wet table in a orchard—I simply adore
orchards.
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with the 1937 version: “When still at school, in the last form but one, | became a fairly
regular visitor at a bawdy house; used to drink beer there” (gtd. in Grayson 77).

Including adjectives such as “foamy” and “wet” moves Hermann'’s flat annmenteof

beer drinking to a heightened sensual experience. Besides expanding on Hermann’
“sampling” of women at the brothel, Nabokov focuses on one female character, and even
names her. These additions are similar to the stBlagdboyeditors create about their
monthly playmate.

These conscious revisions can be assigned to the cultural climate which
introduced less censorship and more attention to sexuality. For example, Gragsts re
translation embellishments to Lydia’s naked body (“fat thighs so tightgspcetogether
she could hardly stand”), as well as homosexual innuendos. The trend of Nabokov’s
translations moves toward more curvaceous females: “roly-poly Polymnia” and
Matilda’s and Lydia’s thick or fat thighs. In his foreword to the 1965 editiddespair,
Nabokov claims that many of these revisions were already written in the 1930srand we
“omitted in more timid times” (Nabokoespairxi). Readers can infer from this
forward that Nabokov “consciously curtailed erotic content...in deference to the
pressures of public opinion and the tastes of his potential readers” (79). In other
prefatory notes, Nabokov describes accounts of editors censoring his works:
Sovremennyya Zapiskiarked Prince’s homosexual practices with suspension points and
the Russian version @& Dashing Fellowwas rejected as “improper and brutal” (gtd. in
Grayson). Playboywent on to publisth Dashing Fellown 1971, in all of its improper

brutality.) Though some government restrictions were placed on Nabokov, so much self
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censorship is suspect: 1) the “émigré literary scene could hardly bebedsasi prudish”;
2) Nabokov’s early Russian writings are hardly free of sexual detads3)few critics
guestioned Nabokov’s moral integrity (79-81). Rather, “in the wak®lith,” Nabokov
deliberately fostered his public image of the so-called ‘pornographienand stepped
up the “erotic content of his novels not to ape pornography, but to parody it, and to
parody the image of himself as a pornographic writer” (81, 116). Grayson contends tha
Nabokov’s sensitivity to criticism encouraged him to react by parodying the image
himself as a pornographic writeRlayboywould prove to be the perfect venue for that
reaction because of its obvious pornographic affiliations.

The sexual content in Nabokov’s works does grow exponentiallyladtiéa,;
Pale Firedeals primarily with the Cold War’s containment of homosexualsAalad
contains multiple erotic themes besides incest. And because his major ierkslaéa
were not written for the casual reader or for the monetary reward of thelleestiést, it
is possible that Nabokov was parodying his pornographic status. However, the degree of
attention paid to sexuality in American Cold War culture must have also pldsetha
in Nabokov’s revisions. Saunders argues that, by the 1960s, the “war over ‘sex in the
novel’ was in full swing” (259). IThe First Sexual RevolutipKevin White claims that,
after 1880, American citizens were experiencing a break-down of Mictororals
leading editor William Marion Moody to declare that 1910 was “Sex O'Clock in
America” (qtd. in White 13). After World War |, fears regarding thaestic changes in
attitude toward sexuality increased public discourse, as well as “sexaafitrein print”
(Saunders 259). World War II's northern migration for Washington employmes¢da

"horror stories" of housing shortages and more "opportunities for sexual encounters”
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(JohnsorLavender52). A burgeoning homosexual literature proves the widening of
sexual expression. But, during the early Cold War, Americans simultapdearsd

sexual deviants and gave the sex industry millions in yearly profit (D’&auild

Freedman 279-80). With hilayboyconnection, Nabokov would capitalize on American
Cold War sexual discourse.

Playboy’swillingness to pay for contributions from the iconic pornographic writer
made Nabokov revise his contributions with FHayboyaudience in mind. What
Grayson, Appel, Andrew Field, Julian Connolly, and Carl Proffer do not allude to during
discussion of Nabokov’s translationsTdfe Eye, DespaigndA Dashing Fellows
Playboy’smonetary inducement for these revisions. | argueRlatboygave Nabokov
$8,000 to serializ&he Eyeover three issueand editors offered him a $1,000 bonus, in
hopes that he would make extensive revisions to the galley proofs (Boyd 481T484).
Eye“exhibits many of the same features’@aspair,juston a “smaller scale,” proving
that Nabokov reworked these texts Rlayboy'sAmerican audience (Grayson 89).
Playboyeditors did not offer Nabokov the same $1,000 incentive to r&dseair,but
they did bestow upon him the annual “Best Fiction” award for 1966—which included a
cash prize of $1,000. In the January 1967 “Playbill,” editorsbdpairan “elegantly
wrought” tale of “narcissistic double identity,” at once “brilliantly tyiand profound”

(3, Jan. 1967). Nabokov wrote to Hefner, expressing “how very much touched” he was
by the award (NabokoS8electe®99). Nabokov states that this is “the first time that any
magazine—or in fact any kind of publication—has awarded [him] a prize” (Nabokov
Selected99). He closes the letter exclaiming tRéyboy“can be always depended

upon to provide brilliant surprises” (Nabok8&electe®99). In this letter, Nabokov
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admits that he received a bonus, of an undisclosed amount, before receiving the prize.
That admittance means tHiayboypaid him additional amounts, which would make the
total payment foDespairover $10,000. The magazine’s hefty commission funds need to
be considered a factor in, and for, Nabokov’s revisions of his Russian short fiction.

Editors were so pleased with Nabokov’s admiratioRlafboythat they
published the second paragraph of this letter in the May 1967 issue. They also published
Nat Hentoff’s gracious note in response to winning the 1966 “Best Non-Fictionfprize
his “The Cold Society.” Hentoff’s letter offers insight into how métayboyeditors
revere its literary content: “Not only in generosity in financial temvigch manifests
itself in the fact that as the magazine’s circulation and revenuegl@ave, so have its
rates to writers; but more importantly, [Hentoff's] appreciation is for thedom [he has]
experienced d@layboy” (16, May 1967). Thuflayboy'sgrowing subscription
audience, its ability to financially compensate for quality literature, tanaiilingness to
provide authors with the freedom to express their opinions encouraged Nabokov to
continue to publish with the magazinelayboyprovided him with the chance to
heighten his erotic content and parody his both his pornographic image and his
audience’s attraction to his work, all the while enjoying the fact that thagerlayboy
audience does not include his ideal, active reader.

The strange dearth of reader response to Nabokov's serialized novellas supports
notions that Nabokov’s literature might be too complex for rRtesgboyreaders. For
Nabokov, the author often “clashes with readerdom because he is his ideal reader and
those other readers are so very often mere lip-moving ghosts and amnésdoKol

Strong183). The averagRlayboyreader was most likely looking for the sexual content,
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while being a “mere lip-moving ghost.” The amount of space allotted to Nabokov's
fiction does not correspond with the amount of published “Dear Playboy” letters—the 54
pages of both works serialized over two years only elicited two letters. WHile bot
published letters praise the texts, the majority of readers did not write in toesdran
the works or editors decided not to publish the responses. The amount of dialogue
spurred by other fiction contributions dwarfs the two letters regarding Nabokokks.
For example, editors published over 23 responses to Kerouac's contributions and the
amount of “Dear Playboy” letters concerning lan Fleming’s Bond serig®oes by
Herbert Gold and Ray Russell are too great to count. The only response to the
serialization of Nabokov'3he Eyavas that it should not have been broken into parts;
Josef Schwann of New York wrote that “[p]art oneloe Eydransported [him] to
another world, a world of troubled dreams that vie with reality,” and, when hedaatve
the “unworthy cliff-hanger trick,” he was thoroughly disturbed (12, April 1965). oEslit
responded that they did not want to “mutilate” the text by condensation or excerpting
March 1966, Vernon Williams’ letter also praigélayboyfor printing Despairand helps
to explain the lack of reader response. Williams claims that the firsinmestd of
Despair“gives promise that this novel will be the closest book of his to the incomparable
and wickedLolita” (8, April 1965). Thus, the majority ¢flayboyreaders are searching
for more of the controversial sexual content foundahta, content that they will be
hard-pressed to find in the original versions of his Russian works.

So why would Nabokov want to publish his works for less than ideal readers and
why would editors publish works beyond their readers’ scope of intellect? lLlettisres

on Literature,Nabokov was very specific about his ideal reader: “The good reader is one
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who has imagination, memory, a dictionary, and some artistic sense — which sense |
propose to develop in myself and in others whenever | have the chance.” With such high
circulation numbers2layboymight have been the perfect venue for Nabokov to help
develop that artistic sense in a few of the millions of readers. And editoredeeot

much space to Nabokov because he represents the high expeé&tytroyeditors

placed on theireadership. For example, in the first surveylalyboy'sreaders,

conducted by the “independent market research organization” Gould, Gleiss and Benn,
Inc., researchers claimed that “over 70%tHyboyreaders have attended college” and

the “great majority oPlayboyreaders are business and professional nfélayboyhas a
greater percentage of college men in its audience than any other nationaheia(i&zi
September 1955). But upon closer inspection of survey results, less than 30% of readers
had obtained a college degree and the remaining 40% had only attended college at some
point. Editors greatly wanted to claim college-educated, business, or professional
readers, in order to promad&ayboy'smodel of masculinity as educated, white,
heterosexual, and financially sound. Therefore, the same way Nabokd®adesyas a

venue to parody his imagelayboyuses Nabokov. He becomes the serious author

editors (specifically Spectorsky) need to balance out lighter migbetiéished in the

magazine.

Playboy’sintricate balance of challenging works with ribald classics and nude
pictorials makes Nabokov a fitting spokesperson for the magazine. Robert Fogarty
argues, in “Current Fiction on the Up Bounce,” tRityboywas “slow to publish serious
fiction” and did not include provocative or challenging works (227). Aware of reader

capacities, editors have been known to turn down works deemed to challenging for their
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audience base. For instance, Spectorsky refused to publish Nal®&mssRexn the

early 1970s because of its intricate plot. Editors also tried to persuade Nabokowto dum
down his works by “making new stories using the elements” of his submitted work
(NabokovSelectedt15). He, of course, responded to these suggestions with a typical
tongue-in-cheek comment: “Your suggestion...is amusing, but completely unacceptable”
(415). But Nabokov’s presence in the magazine/Asshais publication discredits

Fogarty’s claims in some regards. Even though editors carefullyesbl@bich chapters

to publish—five, six, nine, fifteen, eighteen, nineteen, twenty, and twenty-five-exhe t
is still challenging. MacauleyAdaselection does not includieefixation with time,
Lucretta’s suicide or any of Nabokov’s theories on family or history. Butiterpt’s

plot, characterization, and style still present a challenge next to Bocsaccio
commentaries on sex, the stories of the jazz underworld, or the science fictiorewAndr
Field, author oNabokov: His Life in Artagrees that Nabokov's prose presents a
challenge td’layboyreaders. However, he also insists that prinfidg “presupposed

the interest and existence of a highly sophisticated readership in maiterthan
mammillary” (12, July 1969). After thedaexcerpt, Field revises his previous
condemnation oPlayboyas “a randy magazine with occasional lapses in good taste” to
declare the magazine “a dandy magazine with frequent leaps into fine(1astéuly

1969). In support of his observations about the magazine’s “frequents leaps into fine
taste,” one needs to simply glance at the contents of the April 1969 issue, irAghish
published. Editors included content such as Allen Ginsberg’s interview, Richard
Matheson’s “Prey” and articles concerning “The Toys and Games madaPeace.”

And, in truePlayboyfashion, editors balance that with the ribald classic “The Fixer,”
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Reginald Potterton’s “I Cut out Her Heart and Stomped on It,” humor pieces, such as
Jean Shepherd’s “The Grandstand Passion Play,” travel, food, and fashion content, as
well as the multiple pictorials. This balance is best paraphrased in a regponse
Congressman’s William G. Bray plea ttidayboyignore printing serious or political
editorial content and stick to the “pictures and cartoons and...interesting bits of humor”
needed “in these tense and troubled times” (12, Oct. 1966). Pleased that the
congressman reads the magazine, editors “think the publication’s popularity ig/directl
related to the balance it provides between thought-provoking articles on serious theme
and its lighter pictorial, satirical and service features” (12, Oct. 1966)efbine, unlike
Kerouac whdPlayboyused as a foiPlayboyuses Nabokov as a serious author, who
happens to deal with sexual themes. The author and the empire profited from the
relationship.
A Suitable Climate in Cold War America

Nabokov's profitable relationship withlayboyreflects how welcoming the
American Cold War climate was to both the magazine and Nabokov’s works. As
discussed prevsiouslylayboyowes much of its successful launch to Cold War
redefinitions of space and sexuality. In a similar vein, Nabokov’s popularitynariga
can be attributed to Cold War culture; or, Nabokov exploited Cold War cultural changes
for his benefit. Either way, the Cold War proves to be a suitable climatiesfoeception
of Nabokov’s works. Most Nabokov scholars shy away from politicizing Nabokov
because of his self-described apolitical status. Denying claim$i&y the Bolshevist
Reds or monarchist Whites, Nabokov describes himself “as a child of democratic

liberalism” (NabokovStrong22). InStrong Opinionshe claims he cannot tell a
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Democrat from a Republican. Nabokov’s only stated political conditions are “no forture
no executions” and no “regimentation of thought, governmental censorship, racial or
religious persecution” (Nabokdstrong34, 48). Regardless of Nabokov’s consistent
statements regarding his apolitical status and critics shying awmaypblitical readings

of Nabokov’s texts, it is possible to situate his works within the political tdrogthe

Cold War. Nabokov’s themes of containment, sign-economy and collapsed identities
echo Cold War concerns—even his syntactical use of the personal pronoun reflects the
rising focus on the individual.

In the midst of Cold War containment policies, Nabokov’s Russian status would
normally provoke audience hesitation or critical censorship. He should share Heimbert
anxieties about being a “brand-new American” from “sweet, mellow, rogurgpe”

(105, 280). But Nabokov was far from a shabby émigré and is not treated “like one of
those suspicious foreigners...whose citizenship and nationality is dubious” (B®l}itte
Rather, Nabokov was very outspoken about his allegiance to United States policy and
collaborated with the CIA and FBI. In this paradigm of foreigner and intediect
Nabobov is “beyond reproach” (Kosevi¢’'s 24). Outspoken against the Communist
take-over in Russia, Nabokov could not be “vilified;” his self-portrayal as a modern,
democratic liberal negated labels of “outdated monarchist” (kewé&s 24). Therefore,
Nabokov “occupies the place of America’s imaginary desire for Russiate(ias
European) elites that are rational, in step with the ‘progress’ in the woddehable as
Western allies” (Kovéevi¢'s 25). InStrong OpinionsNabokov admits that he “deplores
the attitude of foolish or dishonest people who ridiculously equate Stalin with

McCarthy...and the ruthless imperialism of the USSR with the earnest andsmselfi
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assistance extended by the USA to nations in distress” (50). Nabokov’s strong opinions
regarding communism make him a welcomed exile.

Playboyalso has strong opinions regarding American policies. Even though
editors refrained from straying froRlayboy'sentertainment focus, they still argued that
the magazine could be used as a weapon in the war against communism. Hefner claimed
Playboywas a way to discover national dissenters. Because the single bachelor
technically defied traditional social institutions, he could be branded as a haralbsea
sexual deviant. But if the single bachelor was interested in gazing atemdie$, he
was not a homosexual. And since illogical rationale linked homosexuals with
Communists, th@layboyreader was not a Communist because of his heterosexuality.
Strategically placing his magazine within the Cold War homophobic climatagH
argued that “a picture of a beautiful woman is something that fellows ofgengieght to
be able to enjoy. If he doesn't, then that's the kid to watch out for” (qtd. in Fraterrigo 41).
Hefner, like Nabokov, also championed the universal rights of the individual and tried to
deny political labels. BuRlayboy'schampioning of conspicuous consumption and
Nabokov’s praise of Cold War strategies suggests that a political rezshrize applied
to both.

Nabokov distanced himself from Russia and pledged his allegiance to America.
Far from the 1960s cultural upheavals, in an old-fashioned Edwardian luxury hotel in
Montreux, Switzerland, Nabokov declared himself “as American as April zoAa”
(NabokovStrong98). InBend SinistefNabokov’s first novel “composed in his adopted
country,” he “saluted America’s most exuberantly patriotic poet witheagé new

adjective: ‘waltwhitmanesque”™ (Sweeney 65). Nabokov’'s decision to never wri
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Russian again aftdrhe Giftserves to further distance him from his exiled homeland. His
dual labels—Russian émigré and American novelist—allow him to be concurrently
Othered and acceptably exotic. His autobiographical $pdak Memoryhinges on
precisely this dynamic of exile and its ambivalence” (Straumann 9). Natas8evic's
second chapter, iNarrating post/communism: colonial discourse and Europe’s
borderline civilization claims that “his political and cultural Othering of Communist
regimes aligns him with Western liberal discourses, while his Russiamagées

him... different’ to American audiences” (6). Timofey Pnin, “perhaps theacar that
Nabokov most admired”, exemplifies this trait (Krushcheva 67Pnin, Nabokov tells

the tale of an awkward Russian émigré teaching Russian studies at an upstaséyunive
Like Nabokov, Pnin’s “socially, awkward Russian ways” are surprisinglyomedcl.

Pnin has the “useless and impractical knowledge of a Russian intelleantdatan

“perform a number of other tame tricks that Russians have up their sleevedidkaua
59). Playboy’spursuit of the popular Russian émigré reinforces how suitable his exiled
status had become; as discussed earlier, editors praise the “cruel wikoMaamed

from his exile.

Nabokov's texts contain tropes of American capitalism. Nabokov’s texts and
Playboycan be studied as products of capitalism; Frederic Jameson dates the new
moment of capitalism to the United States’ post-war boom, right as Nabokov began to
“invent his America” forLolita and Hefner launched his first issue. For instahokta
is set within the context of consumer society and reflects results afthecnomy, in
which “advertising has operated to colonize the social world and materiatize’de

(Odih 113). What Pamela Odih calls “sign economy” can be witnessed in the
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advertisements that bombard Lolita and Humbert on their cross-country drive: “If a
roadside sign said: VISIT OUR GIFT SHOP—we had to visitagto buy...” (Nabokov
Lolita 136). Lolita constructs her identity according to the images advertising andpopula
culture provide for her. Humbert describes her as the “ideal consumer,” “to whom the
ads were dedicated” (136). Charlotte Haze’s behavior is “determined enyirely b
homemaking guides, Hollywood films, movie magazines, advertisements, psyigtioana
clichés and such deadly conventionalities as book clubs or bridge clubs” (Brand 15).
Lolita’s villain, Humbert, can “resist the influence of these new and powerful forms of
coercion” (Brand 14). In resisting the sign system of the capitalisiitoeey, Humbert

also misses all the signs that would reveal his double. Lolita’s savvy signgedidws

her to read the maps and routes, in order to meet up with Quilty. As a foreigner, Humbert
has nothing but “contempt” for the sign systems, and his critique offers insight into the
post-war American economic system (Brand 15).

Pnin also offers insight into how Nabokov constructs and critiques American
culture. Unlike Humbert, Nabokov’s foreign narrator, Timofey, cannot resist the
advertisements or the efficiency of American capitalism. Even though Pnirssesf®
Joan that he cannot understand “what is advertisement and what is not advertisement,” he
always “carefully” scans them (Nabok&win 60; 75). At this point in American
capitalism, much of print media was an advertisement. Besides adventisgRran is
also awed by efficiency, an aspect of capitalism that free marketadgathampion and
Playboycontinuously praises in its advertisements for new technology. Intrigued by
Joan’s washing machine, Pnin disregards being forbidden to come near it and feeds

everything he can to the new machine: “Casting aside all decorum and cautiaultie w
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feed it anything that happened to be at hand, his handkerchief, kitchen towels, a heap of
shorts and shirts smuggled down from his room, just for the joy of watching through that
porthole what looked like an endless tumble of dolphins with the staggers” (40). Pnin’s
willful exchange of his perfectly healthy teeth for dentures proves hessios with
American capitalism. Ten days after the extraction, Pnin enjoys fiigrds, “the new
gadget,” so much so that he declares them a “revelation”: “a sunrise,atfsts
mouthful of efficient, alabastrine, humane America” (38). Pnin even tries to geraua
colleague to have all of his teeth removed because then he “will be a reforméiema
[Pnin]” (39). Thus, through the eyes of his European narrators, Nabokov confronts
complex aspects of America’s Cold War consumer culture. Nabokov’s cdjutalis
commentary ironizes consumer culture.

Nabokov incorporates many American Cold War tropes, such as the expansion to
new frontiers. Similarly, Hugh HefnerRlayboylaunch and itédaring trailblazing on
the sexual front” changed the way Americans viewed pornography during the @old W
(Watts 297). In his 196Rlayboyinterview, Nabokov confesses thatlita was the most
difficult text to compose because he “did not know America” and, therefore, had to invent
it (38). Many of Nabokov's inventions incorporate American mythology. For instance,
the last scene d¥nin has Timofey “lighting out of the territory,” representing the
American moves toward the final frontier. Pnin’s “lighting out” reflect®dlav’s
artificial construction of America: “I have invented in America my Aite and just as
fantastic as any inventor’s America” (Bogdanerican Year875). In her analysis of East-
European immigrant narratives, Magdalena J. Zaborowska claims Pnin’s moveyis “ve

American, if not Americanized” (263). After much heartache, Pnin pushes out to
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discover what else America can offer. His move also signifies the third phAseerican
empire-building, reflecting the United States’ expansion of new terribdugént 309).
Historian Walter T. K. Nugent suggests that the Cold War’s “[c]ontaimaent
imperialism took the United States into space and into the disastrous Vietham
intervention in the 1960s, clothed in the ‘classic idiom of the frontier—Kennedy’s ‘New
Frontier,” space as the ‘the final frontier’ (312). Pnin’s move, though, is not a heroic
conguest of any frontier; as he “drive[s] off into the proverbial sunset,” h@seg |
having been “ousted” by the more virile, manipulating Sirin—his Russian counterpart
Nabokov’s inclusion of counterparts, doppelgangersn his works also reflects
Cold War fears of espionage and secret agents. Of course, the double motifiappears
Nabokov's early fiction, and the history of the traditional double in literatuong But
Nabokov continues, and even heightens, this motif in his Cold War texts. For instance,
written precisely at the exhaustion of the double theme in modern literature, Nabokov’
Pale Firefeatures a monumental doubling, or even tripling, of character (Appel,
Annotated Lolitax). The doppelganger motif is just piece of the puzzle of Nabokov’s
works; Nabokov professed that he had “no special purpose, no moral message” or any
“general ideas to exploit” but he did like “composing riddles” and “finding elegant
solutions to those riddles” he, himself, composHue(ListeneB57). When situated
within Cold War fears of the Communist enemy, this literary elemelectsffears of the
unknown double, fears regarding the concept of individuality. Communists could invade
their inner circle at any time unbeknownst to Americans. According to Dokigliaks
American Cold War Culturghe turning point in American Cold War politics was the

“growing awareness of communism’s ability to seduce and infiltrate digpaantries”
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(3). The fear of infiltration sparked numerous cultural artifacts, like Mi&allane’s
detective novels and evéiad Magazine'sSpy on Spy”. The real event of the
Rosenberg’s supposed espionage found its way into American authors’ works; David
Caute calls it “the midsummer’s night of post-war anti-Communist, anteSbysteria”
(62). For instance, their 1953 execution haunts Sylvia Plaki@Bell Jar.In his “Cold
War Correspondents: Ginsberg, Kerouac, Cassidy, and the Political Econoesgtof B
Letters,” Oliver Harris traces Allen Ginsberg's telegram to Neasitly recording the
event as “a key document” in the intersection of the “paranoid style of Americéingjoli
(170). Political paranoia in the United States encouraged government sffoccvahge
domestic war on possible enemies within its borders.

One of Nabokov's favorite games to play with his reader is hiding “enemies
within” his text. This technique seems to “parody the typical mysterysmpesise story”
(Davidson “Images”). IfPlayboy'spublication ofDespair,Hermann devises the perfect
crime to Kill his double, anBlayboyreaders would feel comfortable with the motif
because they had encountered it in other works. In both his English and Russian
versions, Nabokov clearly presents Hermann'’s crime as “devoid of any pragmat
purpose” (Davydov). (Hermann’s so-called “perfect crime” resembleshiduges
Senator McCarthy placed on hundreds of state officialsAdaNabokov combines the
double motif with the incestuous account of Van’s and Ada’s love affair: “Adglst’
instep and the back of her left hand’ bear the same ‘indelible and sacred birthmark’ that
marks Van'’s right hand and left foot” (Hayles 34). Ada’s nose is Van'snratare, and
they have the same molar on opposite sides of their mouths filled with gold, which

suggests that Nabokov wanted to make Ada and Van mirror images of each other.
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The sexual relationship between the counterpart, or doubled characters, reveals
Cold War homosexual fears, best depicted by David K. Johnisamésnder Scare.

Johnson reminds readers that historical and cultural literature about the tMcE&ar
focuses on the hunt for Communist and headline-grabbing cases such as those of Alger
Hiss” (3). But the typist of the “Pumpkin Papers” and the Rosenbergs’ were l@sma
America’s hunt for enemies within its domestic borders; the majority oé thiesl or
accused as security risks in the Cold War were homosexuals—not spiesnJ@vesls

the contradiction between congressional fears of a powerful, threatening honhosgxua
in the State Department and the notion that homosexuals can be targeted as blackmail
victims because of their weak will. The ridiculous hunt for homosexuals played out by
the HUAC committee and government officials resembles Nabokov’s dizzying ofia
doubles; Nabokov critiques “reading homosexuals as political threats on par with
Communists” throughowRale Fire(Belletto 756). As Charles Kinbote desperately looks
for clues to Zembla in John Shades’ poem, careful readers can decipher the
doppelgangers and note that Kinbote serves as both sexual subversive and Cold War
warrior.

Nabokov’s criticism of American sign economy and “the sociopolitical
implications of a pop-Freudian understanding of homosexuality” reveal his debésing
an uncritical populace and his championing of the individual—a feeling shared by
Playboyand its ethos based on the individual (Belletto 760)Stlong Opinions
Nabokov reminds readers that he doesn't “give a damn for the group, the community, the
masses” (33). Born into an aristocratic, politically powerful family thgtleyed more

than fifty servants, Nabokov’s life of luxury was “cut short” by the revolution, and he
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was forced first into European exile by the Bolsheviks and then to Americarbgtihe
Nazis (White, Khrushcheva 3). His father was assassinated, and his homosexual brother
was murdered in a concentration camp; T. J. White argues that these eveatsy'not
displaced” Nabokov but they might “be the reason for his individualism.” His ardent
respect for the individual and disdain for totalitarian governments can everogaized
in his syntax. His Russian writings are “saturated with echoes of FrencinghshE

and his sentence structure has always been very Latinate, making hirasiety e
translate on a syntactical level (Scammell). Though Nabokov grew up ifwenaff
Russian household, he called himself “an English child” (Nab&tmng Opinions$1).
Nabokov’s wrestling between his Western and Russian identification aftésits way
into his works.

Nabokov’s sentence structure, with a heavy emphasis on the English “I,” reflects
America’s Cold War stress on the individual. In English, “I” “shamelessbrts most
sentences, and it never “renounce[s] [its] exclusiveness in favor ofajexneord”
(Khrushcheva 13). ltmaging NabokovNina Khrushcheva’s states that Nabokov “loved
the prim and proper ‘I’ which—unlike the tiny, derided Russiar+s anything but the
last letter of the alphabet (13-4). The “I” allows Nabokov to avoid awkward &ussi
constructions such as “it’s fearful to me,” making the doer an active subjegpased
to “anobjectof action” (Khrushscheva 14). Khrushscheva admits that Nabokov taught
her “how to be a single “I” instead of a member of the many “we” in that vast,
undifferentiated, traditional Russian collective of the peasant commune, te@&paol
mass, the Soviet people” (4). Refusing to add to the stock characters alreadyipres

Russian literature, Nabokov “sought to liberate the thinking ‘I'’” (5). The emphasi®eon t
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individual, as opposed to the collective good, mirrors Cold War emphasis on those
individuals who made up the growing middle-class. The privileges that came wigh be
a member of the middle class can, according to William H. Whyte, remdigrduals
more susceptible to the pressures of conformity—something neither Nabokov ner Hef
would have championed (unless it included purchasing more goods).

The “paradoxical” rise of high-brow art blending with popular culture during the
Cold War proves whi?layboywanted to be associated with Nabokov’s “serious” or
sophisticated status. Andrew Hoberek argues that the boundary between high and
middlebrow culture is difficult to demarcate, despite a post-war intellsttlzsession
with doing so. Nabokov, like Saul Bellow and Flannery O'Connor, is “an obvious
candidate for representatives of fifties fictional high culture” becauseche hausehold
name and was “published in middlebrow venues” (Hoberek 397n8). Nabokov was, and
still is, revered by literary critics, regardless of the sexuaibfieit content of his work.
For instancel.olita’s “serious” writing made it much more elusive for critics to deem
obscene. Unlike the more over languagkady Chatterly’'s LoverLolita “intermingled
decorum and deviance” (Giles 58). Ualita’s afterword, Nabokov praised the blend of
“deliberate lewdness...with flashes of comedy” associated with the French
EnlightenmentPlayboyeditors included prominent cultural figures and elite literature in
order to achieve this particular blend. The blend of high and low culture alflasoioy
editors to dismiss charges of commercialized pornography, which Nabokov also denied.
Nabokov claimed modern pornography was a “commercialized and entirely predictable
operation, stylistically limited to ‘the copulation of clichés™ (qgtd. in Giles.58he

paradoxical rise of high-brow culture during the Cold War led to the growth ofiéaner
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Studies and the rise of New Criticism. While literary critics, sudhasel Trilling,
Edmund Wilson, Alfred Kazin, Iriving Howe, and Allen Tate, debated over defusiof
the novel and analyzed Nabokov’s novélgyboyreaders could read Nabokov’s fiction
and participate in critical speculations. As a “serious” author, the\atgprovided
Nabokov with the chance to indulge his “fascination with American vulgarianisnii> (Be
Villada 165).

The Cold War also allowed Nabokov to explore “meshes of sexual and military
affairs” (Petitte 81). As detailed by Adam Petitf€lse Literary Cold WailNabokov’s
Humbert participates in the military explorations of the Arctic DEW [fareuranium.
Humbert's complicity in the “mechanics and economy of wartime and Cold War
secrecies...match his own secret sexual project” to acquire nymphette€(8#)ecting
Dolores Haze to the United States’ search for nuclear materials, sadetd bombs
reinforces the relationship between Nabokov and the Cold War. Petitte argues that
“[s]olipizing Lolita is identical to solipsizing Cold War America—botinl @nd state are
under threat,” and “Humbert...is a criminal psychiatrist, exploiting and expdseng t
nuclear symptoms of Cold War sexuality” (97). Withlita and his other Cold War texts,
Nabokov exploits post-war policies, such as the redefinitions of domestic spabe and t
creation of a masculinity model that stresses the affluenetagboy'spost-war
narrative.

Ada’s Model of Masculinity

Nabokov’sPlayboycontributions create an exotic model of masculinity, which

values sophistication, virility, and sliding scale of sexuality. His dense poogains

old-world narrators and multiple literary allusions. According to BeRissian Years,
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Nabokov's father passed down a “strict sense of manliness and personal honor” (97). In
The Gift Nabokov writes that the protagonist, Fyodor loves his father’s “live
masculinity,” and Boyd supplants this character’s adoration on to the author. kA quic
survey of Nabokov’s texts reveals that virility is a highly desirable faiinstance, in
Playboy'sDecember 1971 “The Dashing Fellow,” Nabokov’s narrator cannot concentrate
on any business, until he takes care of his “romantic interests” (121, Dec. 1971). One of
Nabokov’s most vulgar narrators, Konstantin “longs to tangle with a gracetisbgght
little devil in a fantastically lit hotel room!” (122, Dec. 1971). His wgémot
overbright” and “therefore, not jealous” of his sexual encounters on trains and in foreign
cities (122, Dec. 1971). His multiple affairs are judged based on the finaosiaif
each tryst. Besides his meticulous focus on adding up the dollar and cents of edch sexua
encounter, Konstantin’s unquenchable virility fits very well intoRkeyboyethos.
Nabokov’s “live masculinity” supportBlayboy'scall for consumption and explores how
male characters should reclaim domestic spaces. But like Kerouac’s model of
masculinity, Nabokov's contributions do not always depict a clear heterose>aradity
they can undermine aspectsRd&yboy'swhite, American narrative because of their
tendency to be told from an exile’s perspective.

Model of Masculinity: Space

Continuing the tradition of Russian writers, like Lev Tolstoi and Ivan Turgenev,
Nabokov thoroughly maps his narrative space. Unlike twentieth-century Rusies wr
or authors like Dostoyevsky, Nabokov renders his narrative space by canedipibmng it
like a cartographer (Shrayer 641). His earlier Russian works containedtexplici

descriptions of narrative space, but his later fiction, especially his Calte¥Wa employ
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specific literary devices that map space and time. Nabokov often disrdgards t
boundaries between appropriate and inappropriate critical discourse; his/aarair
genre boundaries. In “Mapping Narrative Space in Nabokov’'s Short Fictions,rMaxi
Shrayer argues that Nabokov’s works “attribute enormous significance ¢seefing the
space where a given narrative unravels and where characters inte44g¢t” Stephen
Hardwick Blackwell argues that Nabokov’s later fiction challengesamsao recognize
the “chilling parallels between the overconfidence of scientific pregaed the dogmatic
certainty of the Soviet regime” (ix). Marina Grishakova connects Nabokov’sihgrad|
space with contemporary philosophical models, thus situating Nabokov’s artistic and
scientific endeavors into the cultural framework of the Cold War. Scientific
metaphysical, and ethical theories often permeate Nabokov’s Cold War texts.
Playboy's1969 excerpts fromdahighlight mid-century concerns of domestic
space and the blurring of geographical and time boundaries. Slightly joking, Nabokov
declared his novehda“a book of genius—the pearl of American literature”; but the
novel has divided scholars, provoking intense distaste and praise A8ay]). Ada’s
first sentence is an “eversion” of Tolstoy’s first sentenc&rina Karenin "the opening
sentence ofAnna Karenin.is turned inside out" (Nabok@&trong285). Anna Karenin
begins with “All happy families are alike; each unhappy family is unhapgg own
way,” andAdawith “All happy families are more or less dissimilar, all unhappy ones a
more or less alike.” Throughout the novel, Nabokov inverts time, the planet Earth, and
sexual gender: “Time is turned inside out, so that much of the present becomes the past”
(Swanson). Nabokov anachronistically confuses the centuries and transposegthe eas

and western hemispheres. The confusion could relate to Cold War feadinmg tjae
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Iron Curtain. BuPlayboy'sexcerpt does not expose most of these inversions or the
philosophical material that divided scholars, such as Van’s long philosophicddedia
The Texture of Timevhich describes his attempt to control time. Rafkyboyeditors
provided readers with less difficult material, due to concerns that it might bad#eir
readers’ intellectual abilitiesPlayboyexcerpts recount Van’s youth at his uncle’s opulent
country mansion, Arcadian Ardis Hall.

The excerpt’'s opening contains a lengthy exposition of Van’s first joucn&sdis
Hall; in the early afternoon, Van enters the “sunny peace of the little tat@nswhence
a winding road led to Ardis Hall” (94, April 1969). A “chance creaseanéxture of
time” presents Van with a hackney coach to complete his journey (94, April 1969).
Nabokov thoroughly describes the half-hour jog “through the pinewoods and over rocky
ravines” and uses “sun flecks and lacy shadows” skimming over Van's legs to show the
progression of time (94, April 1969). Nabokov includes names of places and details that
situate Van in a familiar, albeit foreign, setting. For instance, thiepfiragraph contains
references to recognizable pinewoods, animals, flora, and people. But the “dreamy
hamlet” he passes through has an exotic name—Torlyanka—and contains izbas and
ruinous black castles (94, April 1969). Nabokov’s reference to a “half-Rusdegevil
only slightly reassures readers that this narrative space is gicaaligesentation (94).
With every description of the setting, Nabokov manages to include “knowledge of our
real world but undermine[s] it at every line” (Boyd 3). As Van arrives disAdall, the
three-story romantic mansion “built of pale brick and purplish stone,” the estate looms
realistic, like John Updike’s suburbia (94, April 1969). And then Nabokov jars readers

out of this realism: “the mansion sat on a rise overlooking an abstract meadowavith tw
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tiny people in cocked hats conversing not far from a stylized cow” (97, April) 196t
painterly flourishes, like “abstract” and “stylized,” reinforce thas s$etting has been
carefully mapped on a canvas. Ardis Hall somehow sits above the abstractioss. Van’
memories interrupt the forward motion of the narrative, and the setting of Aadis H
emerges as the most stable literary element.

Nabokov uses a tour of the hall as the first interaction between Ada and Van, and
this tour foreshadows their incestuous affair. During their first tea, Mtiilseher
nephew/son about the library’s view and explains that Ada will show him “all thesroom
in the house” (98, April 1969). The tour has no discernible pattern and takes up three
pages oPlayboy’sMay issue. For days, Ada leads Van up and down the stairs, exposing
all “those nooks” in which “they were to make love so soon” (100, April 1969). She
takes him through semi-secret staircases, multiple bathrooms, servant chalrdwveing
rooms, and the attic. But the first stop on the tour, Ardis Hall’s library, later lescthra
space in which Van and Ada consummate their adolescent affair. Ardis ltaliry was
its “pride,” even if it was not often entered. It contained “collected works of lected
authors”, “tall bookcases and short cabinets”, “dark pictures and pale busts”, ‘it@n cha
of carved walnut and two noble tables inlaid with ebony” (98, April 1969). Afgnd
off the room’s contents, Nabokov describes the library’s divan and a pair of cakdlestic
“mere phantoms of metal and tallow” (98, April 1969). The divan, or day bed ‘&aver
in black velvet, with two yellow cushions, was placed in a recess, below a lalsse-g
window that offered a generous view of the banal park and man-made lake” (98, April
1969). Later in the summer, Van and Ada have sex on the divan, while the rest of the

household tries to save the burning barn across the reservoir.
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The setting of their clumsy, passionate tryst echoes tWtagboy'smain themes:
masculine reclamation of domestic space and sexual stimulation as mahtitéemind,
not the body. Hefner declared that the “whole idea bebiagboywas to put the two
parts back together again—mind and body—that have been in conflict so long in our
society” (gtd. in Weyr 11). During Van’s and Ada’s sexual experiemties library, Ada
constantly asks questions regarding his anatomy. Slithering away &oB10éresses,
Ada “wannask” why Van “gets so fat and hard there when you—" (250, April 1969). Her
childish dialect and insistent curiosity remind readers that she is a jutd dwting this
encounter. When she sees Van'’s erection, her “tone of voice change[s] itefygdiad
she becomes sympathetic, imploring whether or not “it hurts” because “itisSraiesl
and raw” (250, April 1969). Van explains to her that touching it will make it fetdrbet
and begins to trace the “relief map” of his penis: “Her index traced the bleiel®iin
into its jungle and traveled up again” (250, April 1969). Completely ignorant of tlee mal
sexual organ, Ada compares his penis to things she understands—maps and Tlbevers.
library setting provides Ada with a fitting backdrop to learn about sex. Joe Aadrew
study of modern Russian literature discusses how the library setting wasseadicas a
motif Russian literature: “A young woman’s simultaneous entrée into knowledge and
sexuality by means of stealing books from an older man, or library, was a common motif
in Russian literature” (41n31). Ada does not need to steal any books during her
“simultaneous entrée” because both sexual partners are virgins. Nabokov’s tlist on t
Russian motif can be attributed to his characters’ age and the love that tleey shar
Nabokov creates the space of the library to “unravel his narrative” and allow his

characters to sexually interact.
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Model of Masculinity: Sexuality

As in Lolita, Pale Fire,and most of Nabokov’s works, sexual relationships are
complicated by social taboos. HRtayboycontributions are no different. In bofie
EyeandDespair,Nabokov alludes to characters’ homosexuality. The narrator in “The
Dashing Fellow” (1971gngages in multiple adulterous affairs. Nabokov exposes readers
to middle-aged pedophilia in “A Nursery Tale” (1974), and, in “The Admiralty Spire”
(1975), Nabokov makes readers question why authors turn love affairs into novels. In
“The Doorbell” (1976)Playboyreaders are misled to believe that Nikolay Galatov’s
search for his mother is a quest to rekindle a love affair. ViPthelgboy'sAdaexcerpt
exhibits a clear heterosexual relationship, the incest factor underfayoy'smodel
of masculinity as boy-meets-neighbor/officemate. These instancesus#l sleviance
represent Nabokov’s model of masculinity.

On a superficial level, blurring the lines that separate normal sexual behavior
from deviant behavior suppoif®ayboy'sdeviance from Cold War culture. However,
Playboyreally only deviated from mainstream culture’s emphasis on the nuclear
family—not heterosexuality. As Barbara Ehrenreich has stBtaghoy'sdeviance was
not the “voice of sexual revolution...but of male rebellion” (51). Its didactic editorial
content reclaimed domestic space for masculine pleasure and presenigdeaafri
marriage, a strategy for remasculinization, and a spirit of acquisitiomdpessented in
its call for conspicuous consumption (5®layboy'sdeviance was focused on the escape
from “the bondage of breadwinning”—not on deviant sexuality or sexual behavior. In
fact, there is nothing really deviant, or even erotic, aBtayboy'ssexuality. Playmates

and bunnies are usually replicas of each other; most are blonde with 35-23-35
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measurements. According to Playboy’s own statistics, the averaged®ais 22 years
old, 5’6" and 115 pounds. Since the 1960s, Playmates have gained about a pound and
almost two inches. The average bust size has dropped about an inch, waist size has
increased an inch and hip size has remained about the same (“Playmate FA¢3§. T
statistics prove that Hefner has always been “puritanical” about his &@gmmage and
their semblance of innocenc&ime’s1967 review oPlayboyargues that its depiction of
sex is more akin to “a Midwestern Methodist's vision of sin,” whereas Nabokov’s
Playboycontributions include references to homosexuality, pedophilia, and incest—much
more highly contested versions of sex.

Nabokov’s works reflect Alfred Kinsey’s controversial scientific survalys
American sexuality and expose cultural fears of a sliding scale oflggxd®r instance,
Ada'sdepiction ofincest explores the “volatility of subjective, social constructs of
‘deviance’ and ‘normality’” (Goldman 88). In “Knowing’ Lolita: Sexual Derne and
Normality in Nabokov'd olita,” Eric Goldman argues that Nabokov “utilizes the
sexology that was so controversial in the 1950s” to present alternative intevpsetd
his characters’ sexuality (88). For Goldman, Lolita should not be characteriaed as
femme fatale or special nymph with a heightened sensuality; she should bd a®an
“ordinary, juvenile girl whose ‘normal’ sexual development is warped by aaoalni
myth-making pedophile” (88). In order to create Lolita as an “ordinary”ricae girl,
Nabokov completed hours of field research: attended primary schools, rode school busses
to eavesdrop on conversations, scoured popular magazines for phrases, and read
psychological studies on development. Through Lolita’s characterization, Nabokov

rendered a devastating commentary on American adolescents. RachelkbBaest, in
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her study of the post-war father-daughter relationship, that Lotieasonality “sets the
stage for a certain kind of adult masculinity,” and Humbert represents titedki
masculine personality that was oferoducedthrough a relationship with a teenage
daughter” (DevlirRelative Intimacyl59). Devlin’s thorough study of America’s post-
war record of father-daughter incest suggests that Nabokov’s story of dexiaice
“played a role in creating and sustaining important ideas about gender, fateifipaba
power and the sexual order” (Devlin “Acting Out”). Goldman’s and Devlin’s thecae

be extrapolated to Van’'s and Ada’s adolescent incest and applied to Nabokov'somodel
masculinity.

Ada’s innocence might reflect the manipulated image of a centerfold’s inrggcenc
but her incestuous relationship with Van undermipleyboy’'spromotion of consenting,
adult heterosexuality. Incest, in Kinsey’s reports and Kirson S. Weind&5%
sociological text, is defined as “lying with a near relative.” But the datsepted in
these texts mainly deals with incestuous contacts between post-pubelyyni@mbers.
Critiques of Kinsey’s work on incest involve his claim that incest between aohats
consenting children can prove to be a satisfying experience. Kinsey’s st@dyudl
Behavior in the Human Maleontains passing references to incestuous contacts between
pre-adolescent children and Kinsey does acknowledge that “at least some children
experience sexual interest and pleasure during these contacts” (Bamcrari his
section “Pre-Adolescent Sexual Development,” Kinsey reports that “14%tbeall
females...recalled that they had reached orgasm either in masturbatiohear gexual
contacts with other children or older persons” (105). Clearly Kinsey’s reportevieow

compromised they might have been, warn against viewing children as asexaaliregw
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that Nabokov exploits. Unlike Humbert, who was unable to consummate his romance
with Annabel, Van and Ada consummate their romance during adolescence and continue
their sexual relationship for the remainder of their adult lives. The knowthdg®¥an
and Ada share a healthy adult relationship undercuts assumptions that thegestioles
deviance should have wrecked havoc on their mental stability. In this Béngey’s
excerpts oAda—tHke Kinsey's reports—challenged notions of sexual deviance, notions
that shocked Americans into reconsidering definition of “normal” sexual behavior.
Ironically, Playboy'sinclusions of Nabokov’s contributions, all of which present some
sort of sexual deviance, end up undermiriteyboy'svery clear model of heterosexual
behavior.
Conclusion

Nabokov’sPlayboycontributions offer readers a slightly different model of
masculinity than the coherent narrative presenteél@yboy'seditorial content.
Nabokov’s characters participate in “deviant” sexual behaviors, rangingricast to
homosexuality. However, his depiction of domestic spaéalareinforces Hefner’s
wish for men to reclaim the indoors. LiRéayboy,Nabokov benefitted from the Cold
War culture’s emphasis on conspicuous consumption and the blend of high and low brow
art. An Olympian Press author, along with Beckett and Burroughs, Nabokov’s wetks fi
shocked the post-war generation because of their sophisticated constructiorgand vul
subject matterPlayboy’sdidactic program for post-war males pairs serious social
commentary with nude pictorials. The relationship between the author and the empir
suggests that both used each other for mutual gain—a relationship that Nabokov’s son,

Dmitri, profits from decades after his father’s death.
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CHAPTER 4—BRICK BY BRICK: JAMES BALDWIN IN PLAYBOY

As an African American, homosexual writer, James Baldvitésboycontributions

seem out of place in the magazindidactic program for white, heterosexual, male
members of the rising middle-class. BUayboyhas always adhered to an ethos of racial
equality, even if it is dedicated to the dissemination of normative sexudlayboy’s

push for civil rights can be evidenced in its liberal activism during the 1960s;dligne

with broad political movement®Jlayboychampioned individual rights, especially
economic freedom. According to Steven Wattdlugh Hefner and the American

Dream Playboypromoted a particular activism, one that sought ways to break down
barriers “to provide greater, freer access” to the socioeconomiarsys®3). To promote

that brand of socioeconomic equality, different kinds of editorial content began to appear
in the 1960s, and Hefner hired new editors, like Sheldon Wax, Murray Fisher, and Nat
Lehrman, to influence the political bent of the magazine—no longer viRdaydboy

pretend to remain strictly in the entertainment realm. Lehrman claimsltimang the

early sixties, “We were doing very interesting things, particularlipénsexual area and

in the civil liberties and civil rights area” (qtd. in Watts 194). Watts sugdkat the

“most striking aspect d?layboy’sheightened social awareness” was in the realm of race
relations (qtd. in Watts 194). Concurrently, Baldwin was “desperately” seeking t

“define his identity as an American Negro writer and as a spokesman for hig”peopl
(Jones 107). Unsure of what kind of role he could play in the Civil Rights Movements or

how to confront the political shift toward Black Nationalism, Baldwin incredging
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adopted the stance of the “representative race man” (McBride 10). Haved) l@mself
to Paris, Baldwin was, at first, not convinced he should be actively involved in the
movement; but, after a second visit to the South in 1960, Baldwin became a member of
Congress of Racial Equality and Student Non-Violent Co-ordinating Commiitdd (F
460). He ceased “polishing [his] fingernails” in France and realized thatdh&dde a
role to play” (qtd. in Field 460). His role as a writer, with an international audiande
a reporter was unique because Richard Wright, Langston Hughes, and Ratphdidlis
not publish significant texts during this time. Biographer James Campbelsdhgie
Baldwin’s “value to the [civil rights] movement was mainly symbolic,” diexe he was
neither a rank-and-file member nor part of the leadership (Caniabeihg175). Due to
his symbolic rolePlayboyused Baldwin, and his international fame, to present its liberal
stance on racism.

Always short of money, Baldwin offered essays and articles to numerous
magazines. He published in small, literary magazines, like the Pariszmsed he
Nation, The New Leader, Partisan RevimwiheCommentaryas well as larger more
commercial magazines, suchEsquire, Harper, Encounter, Tinog Mademoiselle.
WhenThe New Yorkepublished Baldwin’s twenty-thousand-word “Letter from a Region
in My Mind” on 17 November 1962, sales soared, and Baldwin became “the talk of the
town” (Leeming 145). Aftefimemagazine featured Baldwin on its cover, his fame
spread to an even wider audience. David Leeming claims that some of Baldwiirss cri
and friends resented Baldwin’s relationship with the larger magazomes; s
“‘complained” when he sold “serious articleRiayboyandMademoisellé(145).

Detractors complained because his work was placed “among the elitist agpensive
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cars and clothes” (145). Baldwin’s response to these criticisms wasdlzatdience was
the “publicans and tax-collectors’ as well as the righteous” (145). Expahding
audience base by publishing in small and large magazines afforded Baldwinrtbe tha
expand his role as an artist and as a spokesperson. It also afforded the magazines,
especiallyPlayboy,the opportunity to cash in on Baldwin’s fame.

Playboyrelied on Baldwin’s authority to explain the magazine’s stance on race as
soon as he became a household name; but the wholeRiaioycontributions reveal a
strikingly complex nexus of race and sexuality. Because Baldwin’s open hambiex
obviously contradicted its celebration of heterosexudityyboynever acknowledged
Baldwin’s publically known homosexuality, until the end of the Cold War when it
published “Freaks and the American Ideal of Manhood.” While many young aathubrs
leaders of civil rights movements publically condemned Baldwin’s sexudityje
Playboysimply ignored it. Baldwin was also taciturn on the subject of his homosexuality
in his non-fiction texts and always dealt with the questions of race, beforéigemove
away from writing about his sexuality during the Cold War encour&igoyto keep
publishing his non-fiction contributions. Only later in his career does Baldwirtlgirec
address his homosexuality in non-fiction, but from the beginning of his literasrchie
fiction contained homosexual characters. Baldwin’s texts illuminate thd socia
construction of both race and sexuality. For instance, two of BaldRliengoy
contributions analyze the constructed nature of both race and sexuality: his@fyprt st
“The Man Child” (1966), and his essay, “Freaks and the American Ideal of Manhood”
(1985). In “The Man Child,” Baldwin employs white, heterosexual characters to

deconstruct the mid-century masculinity ideal. Many characteristitgsafieal

146



masculinity are upheld throudgHayboy'seditorial content; for instanc®Jayboy

celebrates heterosexuality, capitalism, and patriarchal hegemonyictasals,
advertisements, and articles, such as Philip Wylie’s “The Womanizatiemerica.” Part
of the ideal masculinity that Baldwin scrutinizes is the “consumer ethicspindeg
post-war prosperity and endorsedRigyboy (Fraterrigo 148).By critiquing Playboy’s
conspicuous consumption and presenting characters with homosexual tendencies,
Baldwin’s fictional selection undermines muchR¥ayboy’sgrand narrative.

Using Race, Not Sexuality

From its inceptionPlayboy’'sgrand narrative suggested that any male, regardless of race,
could enjoy the playboy lifestyle. Hugh Hefner also claimsPtegboywas always
“colorblind.” Distraught with previous workplace discrimination, Hefner irdegg the
Playboystaff and refused to ask for racial identification on the application for a Blaybo
Club “key.” Any male with twenty-five dollars to spare on a one-time dea fPlayboy
Club “key” could always gain access to the empires many night clubs. In 1962, civi
rights groups awarded Hefner the “Brotherhood Award” and the “Good Ameeaird”

for his commitment to “the fundamental right of equality of opportunity in emplayme
without regard to color, creed, sex, or national origin” (qtd. in Watts 195). However,
most African Americans were denied a lifestyle of luxury in posteuséture. John H.
Johnson, founder dbony,understood the discrepancy between race and affluence as a
notion of citizenship: “to be American was to be a consumer, and vice versa” (gtd. in
Fraterrigo 139). Pervasive discrimination excluded African Americans &arning
expendable incomes, and mass media often ignored African Americans durirtgsedyer

campaigns. As a media outlBlayboydid not address an African American audience or
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include images of Africans in its pages until the 1960s, because during the 1950s it
“assumed a white middle-class audience and represented a world of wheacHfl
(Fraterrigo 138). In 1961, comic Dick Gregory performed at the Chicagbdl&iub,
the first African American performance in a mainstream club. Hefdi®60s late-night
television showsPlayboy’s PenthousandPlayboy after Darkpresented a racially
integrated crowd and hired black entertainers like Ella Fitzgerald, Nat®oleg Sammy
Davis Jr., and Ray Charles to perform and socialize with white guests. Editgkek
Haley’s Miles Davis and Malcolm X interviews in September 1962 and May 1963,
respectively. The January 1965 issue included an interview with Dr. MartierLkiing,
Jr., and Jennifer Jackson graced the March 1965 centerfold as the first Afrieainan
Playmate. In the context of post-war society, these contributions can be cdetne
Brigitte Berman’s recent documentakigh Hefner, Playboy, Activist and Rel@hkises
Hefner as a civil rights pioneer, and journalist Mike Wallace statBsriman’s
documentary that "Hefner helped build the audience for a different attitudecabut
rights." MostPlayboyreaders appear prepared for this “different attitude,” but some
stressed that they did not want to mix their entertainment with serious giis ri
concerns. The primarily affluent, white audience and Hefner’s goeddal equality
revealsPlayboy'scomplicated participation in the Civil Rights Movement.
Playboyoften relied on James Baldwin to promote its views on racial equality.
For examplePlayboysfirst full report on the plight of African Americans in the post-war
era was “Through the Racial Looking Glass” (July 1962), by Nat HenRdfyboy
commissioned Hentoff, instead of Baldwin, for this report because Hentoff nefa@se

larger, albeit “less affluent, less certifiably liberal, and suledg educated,” audience
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than Baldwin (Wyer 132)Importantly, though, Hentoff quotes Baldwin and relies on
him for insights regarding the African American community, insights éfenould be
unable to posit because he was white. Hentoff uses Baldwin for his authority on various
subjects—a tactiPlayboyeditors quickly adopted. In “Through the Racial Looking
Glass,” Baldwin explains reasons for the growing Muslim population, asawétle
underlying cause for stereotypes, such as the African American tpabiswim. In the
article, Baldwin calls for African Americans to recognize how theontgjculture
systematically enslaves the minority. According to Hentoff, Baldveaclaration for
emancipation from controlling images is “the one organic change which nowedppli
nearly all Negro adults—including the vast majority of the unorganized” (66, July.1962)
White Americans created, and then promoted, a particular eroticized, dabagedoif
Africans American: “The American Negro can no longer be, nor will evaigbe,
controlled by white America’s image of him” (66, July 1962). Baldwin alsatpaut

the “awkward insight” that most African Americans have “allowed” whitesnpose on
them “their own self-image,” even though they had “superior knowledge of the
battleground” (66, July 1962). To support this claim, Hentoff cites another African
American artist, playwright Lorraine Hansberry. She reminds reddat the African
American maid has observed so much from “washing everybody’s underwear for 300
years. We know when you’re not clean” (66, July 1962). Regardless of that superior
knowledge, Dick Gregory, like Baldwin, is “so goddamn sick and tired of a white man
telling usaboutus” (66, July 1962). Baldwin tellBlayboyreaders how white

Americans’ image of African Americans makes them ashamed “to happyraair” or

“ashy” skin: “One was always being mercilessly scrubbed and polishedtreshope
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that stain could thus be washed away” (66, July 1962). These cultural insightslallowe
Playboyto participate in the civil rights discourse by explaining the damagiegtefof
images to white readers.

After Hentoff’s articlePlayboyincreased its reliance on Baldwin, as well as its
civil rights content. In the October 1962 issue, editors published fifteen “Iwdrdy”
letters responding to Hentoff’s article. Only two of those letters incladative
comments; the first criticize®layboyfor not hiring an African American to write the
magazine’s first “perceptive report” on the race, and the second Rlagtsoyto publish
the South’s views on desegregation. Editors print lengthy responses to these letters
solidifying their front for racial equality. For instance, in response tau@nger Stone’s
objection to Hentoff’s race, editors introduce the reader to a fEtagdoyauthor, James
Baldwin, “one of [Stone’s] nominees...who, incidentally is author of an upcoming
Playboyarticle” (7, Oct. 1962). Editors then go on the “record” and declare the
magazine’s colorblind status in “hiring staffers, assigning art, photogeaphwriting,
purchasing creative work”; they claim that the only “criterion—in jundgbeople and
their work—has always been and will always be professional excellénc@tt. 1962).
Editors repeat this motto for equality in response to Bill Castle’s desitedoal space”
to the South’s viewpoint: “Playboy stands for the individual...We are as much opposed to
the bigotry that strikes out at racial and religious groups as we are to thevidgadbsirn
books and attempt to censor and oppose all ideas and ideals that differ from their own”
(14, Oct. 1962). Yet, neither of the editors’ diatribes compare to James Baldwin’s
succinct approval for Hentoff and his article—*“If | can go downtown—then Ntdingy

can go uptown” (7, Oct. 1962). Writing from Dakar, Senegal, Baldwin writesear‘D
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Playboy” that he has long “admired Nat” and “he is one of the people on whom
[Baldwin] most depend(s] to help bring these walls of incomprehension down” (7, Oct.
1962). Using Baldwin’s response to Hentoff’s article giRks/boys campaign more
authority, because, by the early 1960s, Baldwin had become an eloquent literary
spokesperson on equal rights.

Baldwin’s first appearance Rlayboy,“The Uses of Blues,” revealed more
insight into African American culture for tidayboyaudience. William I. Smith
claimed that Baldwin’s article “moved” him to write his first lettePlayboybecause he
could better “understand” his minority students (8, April 1964). Subtitled solilogg “
Uses of Blues,” celebrates the blues as a “uniquely American art fornseaves as
decisive metaphor for the struggle for racial freedom. Because of itagsglilabel, or
in spite of it, Baldwin speaks his mind directly to flayboyaudience. He refers to his
audience using the second-person pronoun and asks them to consider the myriad of things
the blues are about—from love to lynching. Baldwin calls the blues the facts ahtf
cites blues singers, such as Bessie Smith, Billie Holiday, Leadbedlyk Sinatra, Harry
Belafonte, and Miles Davis. Baldwin also refers to writers, like Horatier®ad Henry
James. This range of American popular culture figures allows Baldwirate tel
Playboy'sreaders.

Baldwin’s allusions, syntactical choices, and tone suggest that he envisisned hi
audience to be educated, white males unaware of the realities Africaicansegaced.
For instance, he references European and American historical facts, Sigrauddid
explains the “Negroes...difficult days” to the reader (131, Jan. 1964). Baldwin Inegjins

essay slowly, by defining his title and the conversation he is engaged with, as if the
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readers are just being made aware of this particular conversation, whietl atbong
time ago. He explains things like the blues on incredibly basic levels, as iEhe wa
“scolding a Sunday school classroom” (Pickney 2). He tells readers abouidke bl
“because they contain the toughness that manages to make this experienegedrte
lets readers in on the secret, “however odd [it] may sound”, that the blues ated'&rea
kind of joy” because the pain is commonplace (131, Jan. 1964). For Baldwin, the blues
can “make people learn, mature, and ultimately gain wisdom from sufferind) wiag
be seen as the blues connection to the Biblical concept of suffering as@wiagiam”
(Miller 16). Baldwin assumeBlayboyreaders are ready and willing to read how the
blues relate to the African American fight for rights.

In “The Uses of the Blues,” Baldwin “bargains” tllayboyreaders will be
willing to learn from his insights. Baldwin hopes that readers will ‘tistad learn about
the experience the blues make ‘articulate’™; he wants readers to undensta racism
affects everyone, regardless of race (Hardy 52). However, Baldwiraltyitieminds
white readers of their responsibility in the racial inequality. For exanhgl claims white
readers have lost their humanity and describes the American psycholagdsaddpe as a
festering, guilty wound. Baldwin condemns readers for their guilt and tradaility to
survive if, and when, trouble comes. He says that guilt is a “peculiar emotion” that
coaxes Americans into inactivity; no one wants to “act” because then one must be
“conscious and take great chances and be responsible for the consequences” (240, Jan.
1964).Playboyreaders must have wondered what kind of bargain Baldwin was brokering
after reading these condemning, although honest, claims.

Baldwin uses such accusatory language because he wishes to probe far deeper

152



than the overt issue of racism. Throughout the essay, Baldwin calls for reafiers
reality by asking those “very difficult questions” concerning humanity,(2dt. 1964).
For him, the real “Negro problem” is not about “injustice, murder, or criminamée—
because “what has been done to me is irrelevant simply because there is noteing m
you can do to me” (132, Jan. 1964). The real problem is about the lessons children will
learn; the real “Negro” fight is about finding a way “to make a child wHbbei

despised, not despise himself” (240, Jan. 1964). Baldwin Biggboyreaders to go
beyond empty statistics, which suggest that African Americans areigtisin
succeeding: “walk away from the TV set, the Cadillac, and go into the caaddéarn
about reality (241, Jan. 1964). Undermining the standards by which middle-class
Americans live, Baldwin seems to call for new standards. He wants themingaeed
with the realities of racism, as opposed to assuming that, as liberals, theaedrerh
guilt. “You don’t know what the river is like or what the ocean is like,” Baldwin sdys, “
standing on the shore” (241, Jan. 1964). He criticizes readers for believingealttye r
set forth by John O’Hara’s novels ahifle magazine: “Nobody lives in that country. That
country does not exist and, what is worse, everybody knows it” (241, Jan. 1964).
Baldwin complains about those who are building bomb shelters to hide from the
atrocities of humanity and exposes the deep divide between the “American drehm”
the “American Negro’s experience of life” (13, Jan. 19642). Through all of these
complaints, Baldwin uses the second person, directly calling out the Rlaytieoy
reader—Youhaven't [forgotten the guilt]. And thad the problem” (214, Jan. 1964).
Guilt seems to have forced white liberals into inaction, exactly when Aanisric

simultaneously plagued with a myriad of social issues, such as classisexesna s
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These early radical declarations take white liberals to task for faduszbgnize how
racism is just one aspect of America’s problems.

And yet, throughout “The Uses of Blues,” Baldwin employs a calm tone that
negates associations with other militant activists, such as EldridgeeCt@avialcolm X.
Baldwin seeks to “understand even as he condemns” (Pickney 2). Through his consistent
attacks, Baldwin seems to believe his integrated audience has the potential terbe bet
itself. For example, he constantly champions loving one another and switches to the
more encompassing “we” when discussing how to be more humane. There is even a
sense that he reined in his passionate tirades for the Blagabyaudience. He often
halts, mid-thought, to quote a passage or familiar author; for instance, righteedtetds
that the only way to change the hatred is to “ask ourselves very difficultansgste
simply begins a new paragraph: “I will stop now. But | want to quote two things,” and he
goes on to compare a passage from Henry James to lyrics from Bessie Smifaii241
1964). James Campbell states that Baldwin “enjoyed the attention of editors” and
steadied his “hand behind the furious pen,” when writing for national magazines
(“Sorrow”). This appears to be true for “The Use of the BluBtayboyeditors required
minimal changes to the manuscript and rushed the non-fiction piece to print, most likely
because it contained the appropriate mix of alienation and compassion.

Playboypublished another Baldwin soliloquy less than a year after “The Uses of
the Blues”; “Words of a Native Son” (1964) also begs readers to act. In time lig-

“Words of a Native Son,” Baldwin is labeled as “the eminent author” and the “Rlaybil
refers to him as “the Negro’s most eloquent literary spokesman” (120, 3). In regponse

Baldwin’s secondPlayboyappearance, Morton W. Darby claims that Baldwin’s elegant
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candor outshined the “rest d?lpyboy’s] fine, fat Christmas package” (10). Darby calls
for other writers to mimic Baldwin’s “capacity to get under the surfadeoking at
himself and his work” (10). In “Words,” Baldwin reveals the creative procean aftist
who wants to tell the “terrible damage we are doing to our all our children” (241, Dec
1964). He tellflayboyreaders that the “humanity” of the menaced population is “equal
to the humanity of anyone else, equal to yours, equal to that of your child” (241, Dec
1964). Employing the second-person pronoun again, Baldwin directly calls out to the
white Playboyreader. Equating the dead Harlem boy, Emmett Till, to the child of a
Playboyreader allows Baldwin to appeal to the audience’s emotions: “As long as my
children face the future that they face, and come to the ruin that they coraerto, y
children are gravely in danger, too” (241, Dec. 1964). Demanding that readsssthsse
national nightmare provides the essay with a sense of urgency, similar to the €khe Us
of the Blues.” Baldwin also maintains a similar tone and adopts a “spokesperson
stance...[that] invites the audience to actively participate” (Norman 108sh&tes the
blame and the responsibility for deaths of children like Emmett Till: “I kgowdidn’t
do it, and | didn’t do it either, but | am responsible for it, too, for the very same reason”
(241, Dec. 1964). Because Baldwin could strike this rhetorical balBlegdyoywas
encouraged to continue to rely on him as its “face” of the Civil Rights Movement.
This rhetorical balance is exemplified in BaldwifRialog in Black and White”
(December 1966), a conversation with Budd Schulberg on how radicals and liberals
might form a coalition. Liberals, both black and white, focused on a more superficial
freedom for the individual; some liberals tended to ignore the various forces of

oppression and viewed racial integration and consumption as markers of freedom.
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Playboypromoted a very particular political orientation, rather than something more
radical. Before being disillusioned by King’s assassination, Baldwinsaglemed to
promote a liberal understanding of racial equality. But in this dialog, he functioresas
a liaison between liberals and radicals. A white liberal, Schulberg obtainedhda
Education for the Humanities funding to establish the Watts Writers Workspopgiam
for high school dropouts in underprivileged communities following the 1965 Watts riots.
While praiseworthy, Schulberg’s work still represented a white libget@a because he
used funds from the national government to endow a particular kind of a freedom—
educationPlayboysought out “big names” like Schulberg to discuss race (Wyer 141).
Schulbeg’s relationship with Baldwin is one that “included fervent agreement acel fier
disagreement” (279, Dec. 1966). Known for his community outreach and being on
“liberal-interracial side,” Schulberg’s dialog with Baldwin centerstanrble white

liberals can play in the cause for civil rights. The dialog raises kesissueh as African
American’s rising skepticism toward the role progressive whites cgnrpfaght for

racial equality. As a white progressive, Schulberg was perturbeitkyapegory
dismissing his liberal support at the 1964 Democratic Convention. Schulberg turned to
Baldwin for explanations regarding the growing hatred of “whitd3ldyboyspent years
promoting its liberal image, and publishing this dialog between Schulberg &hwliBa
bolsters this image. Throughout this provocative, although fruitless, congersati
Baldwin “refused to concede that blacks had any need of white liberal support’ (Wye
141). The split between the radical- liberal alliance foreshadows thenentrahanges

of the Civil Rights Movement, and this dialog becomes integral primary material

regarding this pivotal moment.
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Baldwin negotiates between the Black Nationalist movements and whitd libera
concerns, while defending the criticism offered by Black Nationalists. Meaders of
Black Power movements viewed Baldwin as anachronistic. Middle-aged, gay, and
associated with King’s non-violent program, Baldwin had a love-hate relationghip w
movements like the Black Panther Party for Self Defense. CulturalChgcyl Clark
shows how Baldwin did not fit into the political view of the Black Power Movement.
The “marked resurgence of radical black consciousness” included theorej@ictWASP
American values, repudiation of homosexuality, and the embrace of nationalist,
separatist, Pan Africanist sentiments (qtd. in Field 462). The potent magaoilithie
Black Panther Party contained an intolerant attitude towards weaknessed deni
leadership opportunities to women, homosexuals, and those who aligned themselves with
non-aggression. To be a member, much less a leader, in the movement, one had to be
heterosexual, virile, and young. Henry Lois Gates, Jr. notes that as a older hahosex
and an intellectual who befriended white liberals like Schulberg, Baldwia how a
favorite target of for theewcutting edge” (qtd. in Field 462). According to Gates,
“Baldwin bashing was almost a rite of initiation” for the younger mesbéthe more
violent civil rights movements (qtd. in Field 466). As leaders, like Eldridgev€igand
writers, such as Ishmael Reed, dismissed Baldwin as a “bootlicker” kavgdovthe
white liberals, Baldwin never “fired back” (Field 466). Rather, in “Dialo@lack and
White,” Baldwin admits that he “can understand the appeal of the black power to young
black people who have felt their identity crushed and denied in a world of white power”
(286, Dec. 1966). Deeply disillusioned by the recent assassinations of bin Maher

King, Jr. and bombings of churches, Baldwin seems to have become more committed to
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radical change.

Baldwin previously promoted humanity’s potential for love as major element for
the Civil Rights Movement, but, after being disillusioned, Baldwin calls for netrcsac
For example, in response to Schulberg’s questions about which side he is on, separatist or
integrationist, Baldwin suggests that he will side with the separatistslidal alterations
are not made to the structure of “all our institutions in the direction of aegfeadom,
recognizing that the Negro is an integral part of this nation, has also paid ftr tisvi
blood, and is here to stay” (287, Dec. 1966). Baldwin tells Schulberg that the United
States is “trapped in a massive moral contradiction...we will perish if weotaesolve
it” (287, Dec. 1966). He rails against the conflict in Vietnam as a figlftédedom
because freedom “is precisely what Americans fear most” (287, Dec. 1966).irBaldw
even reiterates W.E.B. Du Bois’ criticism of Booker T. Washington’s &ttut programs:
being “toilet trained and know[ing] how to use a shower” is not “by some miracle of
transcendence, able to free millions” (287, Dec. 1966). Baldwin argues thai fede
progress is not enough because “from where [he sits], and from where [his] broghers a
huddling tonight in their black ghettos from Boston to San Diego, we can’t waitfsr la
that take so long to pass and then so much longer—it seems forever—to enforce. We're
ready now. We've been ready for generations” (279, Dec. 1966). Like the above eespons
on federal progress, Baldwin redefines what Schulberg sees as the Ameaigan
problem into the white liberal problem; he forces the majority race to rehie@amage
and destruction it causes, converting African Americans from victimsizercs with
waning patience.

Through Baldwin’s radicalized rhetoric, he maintains a friendly dialog with
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Schulberg. In “Dialog,” Baldwin’s word choice and tone begins to more clossdynble
the persuasive language used by other radicals, such as Bobby Seale.dtitigéng
violence on the horizon, Baldwin calmly answers Schulberg’s questions, and they only
each interrupt each other’s retorts seven different times. Baldwin often loegysof

his responses with friendly nicknames or “baby;” for instance, when Schulberg
poignantly asks Baldwin “which side are you on, Elijah Muhammad’s side or what you
call my sloppy liberal-interracial side?”, Baldwin replies with “Batbgn’t lay that on

me” (279, Dec. 1966). Using “baby,” could also be a rhetorical move, evoking the term
“boy” that a white male would have used when addressing Baldwin. The combination of
heightened rhetoric and calm tone makes this a friendly dialog thatRayteoyreaders
can listen in on. Gates claims that Baldwin more “carefully crafted” hegvoihis

essays, which “came to represent his official voice...of the public intellectuags)
Baldwin” (gtd. in Field 466). Extremely sensitive about the younger genésagitbacks,
Baldwin had to reexamine his place in the Civil Rights Movem&égboy's“Dialog in
Black and White” presents this voice, a balance between radical reforemst, f
intellectual, and friend of willing whites. Publishing “Dialog” affofélsyboythe

chance to build its liberal base and provide its white, liberal readers the logid liee

more militant Civil Rights Movements.

While Playboycontinually stressed Baldwin in content regarding racial equality,
it never mentions his sexuality. In its December 1962 “On the Scene” Batdpirsé,
Playboyglosses over the author’s sexuality. Below a flattering picture of Balae
details regarding his self-imposed exile, return to America, and his pigrisso date.

Editors suggest that Baldwin creates a “dark and desolate novelistetamastin which
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“men and women wallow in suspicious, fear, hate and lust, searching helptessly f
sanctuary” because he himself is wallowing (126, Dec. 1962). Yet, they do not fully
disclose why he is wallowing. As a gay, black man in post-war Amdsedwin felt the
urge to flee. In “Revisitingladeleineand ‘The Outing’: James Baldwin’s Revision of
Gide’s Sexual Politics,” Jerome de Romanet claims that “very litdéat@dn has been
paid” to the sexual nature of Baldwin’s self-imposed exile (3). Romanet algies t
Baldwin’s exile was “as much concerned with issues of critical and &ftiranation and
identity as with the private aspects of his emerging sense of sexual eatiantif?).
Playboyeditors support Romanet’s claims by mentioning that Baldwin “deserted race
conscious America for race-tolerant France” and being mute on the homosexual
persecution that also propelled his self-exile (126). And while Baldwinisatigxwas
public knowledge, editors never mention it in in-house introductions or book reviews.
In place of Baldwin’s sexuality, editors consistently remind readers aimbest-
seller status and cultural fame—by the time he wrote “The Uses of the"BlnesFire
Next Timéhad been a bestseller for almost a year, and Baldwin was “busy shepherding
his play,Blues for Mr. Charliefoward its Broadway opening” (2, March 1965). Editors
remind readers of his elevated fame: “nearly everyone has come to know &g nam
James Baldwin, Dr. Martin Luther King and even Ralph Ellison” (24, March 1965).
BesidesPlayboy multiple magazinedevoted many pages to Baldwin. As the mid-sixties
approached, Baldwin commanded an incredible amount of public interest. John
Stevenson states that, during this time, he “lit up the cultural landscape like ainolt fr
the heavens—a prophet of the decade’s black liberation struggle who became one of the

most widely read African-American writers in this country’s histqg). In May 1963,
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Timefeatured him on the cover, ahde did a nine-page spread. His interviews were
reprinted in magazines as wide-rangindeasounter, Essence, Opera Neeisq
Transatlantic ReviewCoupled with his interviews, Baldwin published four essay
collections, two novels, one collection of short stories, and one play during the sixties.
Playboy’ssilence regarding Baldwin’s sexuality, in favor of his fame, evidences
Playboy’'sreliance on authors who have already gained cultural currency.

Playboyalso ignores Baldwin’s sexuality during the Civil Rights Movement
because it does not want to undermine his authority as its racial spokesmaarh&imil
Timemagazine manipulated Baldwin’s public persona so as to not alienate its large, whit
audience. Inits 1963 cover spred@smedescribes Baldwin as “nervous, slight, almost
fragile figure filled with frets and fears” and characterizes hirfaasveet, exotic black
boy who cries for his mother,” in order to suggest that Baldwin “is not threatenirsg to it
white readership” (Field 461). UnlikeBmemagazine, which alludes to Baldwin’s
sexuality by emphasizing his “effeminate” mann&isyboyhighlights his anger. For
instance, in an “After Hours” book review Ahother CountryBaldwin is described as
an author intent on “articulating” the rage of “country full of fury and torme; (

March 1964). Editors even compare Baldwin to the militant LeRoi Jones (Amiri
Baraka)—besides being “angry” men, both were intently discussed and cdmpest-
war literary circles (137, Feb 1965). The constant references to his @angadgd with
silence on his sexuality, helps to create the stereotypical image ofrgnldagk man—
exactly the image Baldwin warns against in Hentoff’s report. Rather thanatimgne
Baldwin with his sexuality or his homosexual characters, editors depictédiBas the

fiery intellectual so as to not alien&&yboy’'sheterosexual audience. Ignoring
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references to Baldwin’s “Martin Luther Queen” nicknamkayboycould concurrently
continue its crusade for heterosexuality and racial equality.

Playboy’srefusal to mention Baldwin’s sexuality was very much in line with his
own insistence that sexuality was a personal matter. Both the magazine anthdre
assumed that matters of race took precedence over Baldwin’s sexualityjrBand
Playboy“steer[ed]” readers away from his homosexuality and his characteusilgg
Baldwin claimed that his sexuality was “very personal, absolutely perdowals really
a matter between [him] and God” (gtd. in Field 459). Rejecting labels such as
homosexual, gay, or bisexual, Baldwin never “adopted a publicly homosexual persona or
the stance of a gay activist during his lifetime” (Romanet 4). In an intemwith
Richard Goldstein, Baldwin states that the word gay “has always rubbed lfjlginvfdng
way. [He] never understood exactly what is meant by it” (13). When Goldsessgar
Baldwin to categorize his sexuality, he responded with: “I didn't have a word Tdrd
only one | had was homosexual and that didn’t quite cover whatever it was | was
beginning to feel” (13). Baldwin was also suspicious of the gay movement (Field 458).
Donald Gibson claims that his “attitude toward homosexuality is decidetbatr{qtd.
in Field 458). These revelations are made more complex by Baldwin’sddedsly and
tirelessly” addressing homosexuality in his fiction (Field 458). Romanet divide
Baldwin’s oeuvreinto the public realm of his essays and lectures and the private realm of
his fiction; the supposed private space of his fiction afforded Baldwin the oppptiunit
explore sexuality (8). Douglas Field touches on the irony that Baldwin “useeye
public forum of the novel” to explore what he considered very private matters (459).

Most likely, the novel form offered Baldwin some distance from his audience and
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partially liberated him from a potentially hostile audience. Jerome de Mzasetrably
claims that Baldwin reserved his public voice of racial spokesperson for hys assh
lectures because they were a direct reflection of his role in the CivilsRigghtements
(Field 459). Field takes Manet’s observations further by suggesting tithtiBal
audience awareness and sensitivity to criticism of his fictional deasdept him from
divulging information regarding his private sexuality—he simply did not wantatcem
readers uncomfortable with his sexuality because then they might not accegbcesan
racial equality. Applying both Manet’'s and Field’s observation to Baldwhdsce to
distance himself from public discussions of sexuaigy help to explain whiglayboy
editors were silent on his sexuality. The magazine needed a non-threatening
spokesperson to bolster its stance on racial equality, and, even if readeasvererof
Baldwin’s sexuality, silence was in the interest of both the author and the empire
Hefner never considered himself homophobic, and he vi&doy's‘healthy
heterosexuality” as an antidote to the gender confusion plaguing Cold VesicAm
(Watts 113). According to Elden Sellors’ memoir, Hefner’s “thirst fouaérxperience
became so strong...he even had a one-time homosexual encounter” (Watts 59). But for
Playboyto fulfill its grand narrative properly, it had to stress heterosexual sex.
Promoting a healthier attitude towards sex in Cold War America ofteedBtayboyto
keep within certain bounds; for instan&¢ayboy“appealed for a more sympathetic
consideration of homosexuality” by taking the “more progressive position that a
‘sickness’ formulation should be dropped” (Watts 215). However, in the “Playboy
Philosophy,” Hefner still encouraged homosexuals to seek therapeutic help because

homosexuality was still “deviant” from the norm. It was not until the 1970$thgboy
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specifically addressed homosexuality, with a panel of eleven contributodsinAhe
1980s, with the end of the Cold War in sigPayboyfinally turned its attention to “the
world of sexual identity—possibly the most important factor in determining the
differences in our changing sexual styles” (126, May 1988yboy’sgradual change to
identifying a sexuality that deviates from the norm parallels the abieus on identity
politics.

A few years latePlayboypublished Baldwin’s philosophical critique of sexual
identity, “Freaks and the American Ideal of Manhood” (January 1985). Baldwiry's non
fiction essay is the “most explicit statement regarding his sexuahgenfiage and his
most rigorous histroico-sociological genealogy of the customs and norms surrounding
American sexuality” (Lombardo 41). Baldwin does deal with homosexuality in two
earlier essays, “The Preservation of Innocence” (1949) and “The MatsP{1954);
however, in these essays, he avoids discussion of his own sexuality and claims, in “The
Male Prison,” that author Andre Gide’s homosexuality “was his own affairhiec
ought to have kept hidden from us, or if he needed to be so explicit, he ought to have
managed to be a little more scientific...less illogical, less romafBialdwin 128). The
fact that Baldwin’s first non-fictional foray into his homosexuality wadlipbbd in
Playboysuggests that, by the close of the Cold War, both the author and the empire were
more comfortable with deviating from their normal patterns.

Similar to his earliePlayboycontribution on race, Baldwin deployed specific
rhetorical tactics in “Freaks and the American Ideal of Manhood.” For instaace
begins slowly, as he did in “The Uses of Blues,” by defining androgyny, and Hateenf

guestioning sexual identity with larger, universal acts of drinking, breakesgipor
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making love (149-150, Jan. 1985). Baldwin very clearly states, “The Amedieah..
of sexuality appears to be rooted in the American ideal of masculinity.deashias
created cowboys and Indians, good guys and bad guys, punks and studs, tough guys and
softies, butch and faggot, black and white” (192, Jan. 1985). To help ground the reader in
his logic, Baldwin references ancient and more recent history, as wellnasrsidrreud,
Karen Horney, Carl Jung, and Wilhelm Reich. He blends notions of racism with
heterosexism, connecting oppressive patriarchal systems (258, Jan. 1985). To avoid
alienating his heterosexual audience, Baldwin employs anecdotal evidencayeises “
throughout the essay, and states that “[tlhere is nothing more boring, arhyavagekual
activity as an end to itself” (260, Jan. 1985). He goes so far as to suggest tieat “a g
many people who came out of the closet should reconsider,” and he questions popular
cultural figures like Boy George (260, Jan. 1985). For Baldwin, conceptions of manhood
are embedded in social constructions, like race. Baldwin even returns to his adage
regarding the sanctity of children; he is deeply concerned that thecaméoy will
never be allowed to “evolve into the complexity of manhood” (192, Jan. 1985). These
rhetorical techniques mimic the ones used for his earlier diatribes on r@eansel

Baldwin was careful to not estrange his audience in both his earlier essae
and this later essay on sexuality; his overall attack on capitalism anduttergs of the
American middle-class challengayboy’scall for conspicuous consumption. In “James
Baldwin’s Philosophical Critique of Sexuality,” Marc Lombardo argues thédvi@n
“tailored” his message in “Freaks” for tRéayboyaudience (41). Lombardo says that
“instead of telling an audience what they (sic) wanted to hear, Baldwaysiseemed to

tell them what they (sic) did not want but, ratmededo hear” (41, emphasis original).
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Lombardo champions Baldwin for askiR¢ayboyreaders to recognize their own
androgynous counterpart, as well as the connections between sexual idergity, aad
the development of capitalism. According to Tim Libretti, Baldwin’s seideaitity is
“part of a complex, yet single or unified history, and must be understood...as shaped
historically by the system of racial patriarchal capitalism” (158)m&ining Lombardo’s
and Libretti’s observations regarding Baldwin’s “Freaks and the iareitdeal of
Manhood” proves that Baldwin ultimately argues that America’s socioecarsystem
enslaved its citizens. What both Lombardo and Libretti fail to acknowledge ihisow t
argument complicates wiBlayboypublished Baldwin’s contributions. Baldwin’s
condemnation of capitalism undermiri@ayboy’spush to purchase more goods. For
instance, in his earlier essays on race, Baldwin condemns the gentrificatibasodnd
refuses to be mollified by statistics claiming African Americamestetter off because
they can purchase more goods. In “Freaks,” he traces the exigencies btfystxtiae
Industrial Revolution, when “for the first time in human history, a man was reduced not
merely to a thing but to a thing the value of which was determined, absolutely, by that
thing’s commercial value” (192, Jan. 1985). Embedded between advertisements for
menswear, technological fare, and liquor, Baldwin’s essays illustrateréducible gap
between an American’s lived experience and the societal ideal.
Baldwin in the Cold War

The intricate relationship betwe®mayboyand Baldwin can best be understood
when contextualized within the Cold Wd?layboyowes its success to Cold War
redefinitions of sexuality and space. Likewise, much of Baldwin’s work “ithat@s”

the Cold War’s confining racial and sexual boundaries (Field 90). He can be aral shoul
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be, considered a Cold War writer. Some scholars, such as Stephen Whitfield, do not
associate Baldwin with the Cold War; Whitfield arguesT ne Culture of the Cold War,
that the “trajectory” of Baldwin’s works “was unaffected by Cold War deds” (14).
But a simple glance at the span of Baldwin’s literary career sugpestsis work was
directly responding to Cold War concerns—Baldwin was a prolific writer fkpni
1947, when Randall Jarrell commissioned a review of Maxim Grkianuary 1987,
whenPlayboypublishedTo Crush the Serpent.” Other scholars have worked to
contextualize Baldwin’s writings within the Cold War; Douglas Field,Rassing as Cold
War Novel: Anxiety and Assimilation in James Baldwi@®vannis Rooni,Richard
Corber, inHomosexuality in Cold War Americand William Spurlin, in Go Tell it On
the Mountairand Cold War Tropes of National Belonging,” make convincing cases for
why Baldwin’s works need to be situated within the larger socio-histoocaékt of the
mid-century. Baldwin, himself, references his “obsession with the McCart
phenomena” in “No Name on the Street” (BaldwWirnce 466). As the United States’ rise
to world power was threatened by the strength of the Soviet state, Baldwin andksis wor
represent the “twin domestic fears of racial integration and sexual dewsmicé in turn
were quickly linked to Communist activity” (Field 90). Baldwin exiled himselParis
“at the very moment” when the United States was “rife” with racial siesi¢Ferguson
234). A witness to the damaging effects of Cold War restraints, Baldwin leeabam a
self-imposed exile on 11 November 1948.

A black, homosexual Baldwin was oppressed by the ceaseless racism and sexual
discrimination of the Cold War United States space (Ferguson 233). For instamed

from New York City restaurants, Baldwin felt deliberately “beatéoiwn: “The whole
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society has sought to make you nothing” (qtd. in Ferguson 233). Baldwin specificall
condemns the actions of the FBI, who accosted him in 1945 and began his extensive file
in 1951. Baldwin concludes that the FBI “frightened [him], and they humiliated [him]—

it was like being spat on, or pissed on, or gang-raped” (qtd. in Field 90). Baldwin’s FB
file grew to over 1,700 pages and it erroneously categorized him as a supporter of Soviet-
style communism—a professed anti-Stalinist, Baldwin had become a Titetdkying

World War 1l (Wallace 296, Ferguson 239). Douglas Field claims that BaklaBlI
surveillance in American and in France “points to a wider connection between the
bureau’s monitoring of racial progress and the ways in which early civikright
achievements were connected to subversive political activity” (Field 91) micthéfties
“witnessed a sharp redrawing of racial boundaries” and a “horror of ratgéddjamation”

that deeply divided the country, forcing people and parties to decide on either Segrega
or desegregation (Field 91). In the post-war, the connection between racidlyenali
political subversion was reinforced.

While embattled against communism, the United States government had to
project the illusion of progress on civil rights issues, all the while reagsBaunthern
Congressmen that it would not uphold federal ruling to desegregate “with all delibera
speed.” Both Baldwin anélayboywere known for promoting desegregation. Their very
relationship complements Arthur Davis’ 1955 predictions that after desegreghgon *
Negro will move permanently into full participation in American life—sqaabnomic,
political, and literary” (qtd. in Field 95). But boRlayboyand Baldwin knew that full
immersion would hardly be speedy. Hefner continued to face obstacles with his

“colorblind” policy. When the New Orlearfdayboyclubs barred Africans Americans
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from entering, Hefner had to buy back the franchised club in order to regain control. And
Baldwin acknowledged that full participation would not be possible unless drastic
changes were made to all institutional structures, especially econorsi¢Baiéwin

“The Uses” 126). In response to seemingly ridiculously arguments regardingesl hu
integration, Baldwin composed fictional works with all white characteragtisas works

that fused black and white cultures.

Baldwin’s white cast of characters helps to illustrate the strict sraantce of
boundaries that coincided with Cold War containment strategies. Around 1953, Baldwin
wrote two works with all white charactefSiovanni's Roonand “The Man Child.” After
publication ofGiovanni's Roomscholars and civil rights advocates, like Langston
Hughes, Robert Bone, and Richard Wright, criticized Baldwin for disreganisngce
while writing Giovanni's Room.For instance, Hughes claimed that his white characters
represented the integration that would “RUIN Negro business—as it apparently
threatened to ruin the finest young writer of fiction in the race” (qtd. il P&). InThe
Negro Novel in AmericdBone “lambastesGiovanni’'s Roonfor its “bleached”
characters (qtd. in Field 95). More recently, scholars, like Yasmin Degdudwaight
McBride, commend Baldwin for creating complex representations of individuals
regardless of race. The white characteGimvanni's Roonand “The Man Child”
makes Baldwin’s “racial identity...textually ambiguous” (Field 95).sTiarrative
technique can be compared to Rlayboycontributions, in which he adopts “racially
interchanging” pronouns to better connect with his audience (Field 95). Ri®atance,
Baldwin acts as a “witness,” exploring the United States’ contradictigasdiag race

relations (Miller 337). For instance, when Baldwin discusses ghettosafoti he
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critigues government branches for simultaneously subsidizing suburbia via the
Servicemen's Readjustment Bill of 1944 and deterring African Americaedwnership
via redlining. And when Baldwin talks about war, in “The Uses of Blues,” heigaosst
why the same African American soldiers who fought for “freedom” inijorevars are
not afforded certain freedoms at home. In his essays and fiction, espleisidthceless”
works, Baldwin interchanges pronouns, in order to illuminate the “contradictions betwee
the United States’ liberal-democratic claims and its practicestjsen 256). Hughes
“bemoans” Baldwin’s fused perspective, suggesting his writing is “soweho
bastardized—neither white nor black” (Field 95-96). However, employing these
narrative techniques permits Baldwin to comment on Cold War concerns regaréing rac
as well as other power relations—namely sexuality.

Cold War concerns regarding sexuality are rooted in World War Iisiggn
visible homosexual community. As Baldwin began to explore his sexuality in the new
institutions of the gay bar, Hugh Hefner was expanding his sexual encounters through
experimentation, stag parties, and swinging. Alfred Kinsey'’s sciergfiorts provoked
post-war redefinitions of sexuality, which both Baldwin and Hefner exploited. During
the Cold War, a national discourse that championed the nuclear family, fostetatistapi
means of production, and challenged the spread of communism negated the recently
emerged homosexual subculture, in favor of a universal-heterosexual culise. T
universal-heterosexual culture ultimately “construct[ed] the libenakcitsubject of the
United States as implicitly masculine and heterosexual” (Ferguson 2@di. iftt did
not endorse marriage or the nuclear fanilgyboyparticipated in this masculinity

discourse by disseminating strictly heterosexual editorial content. Baldwihe other
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hand, promoted complex representations of sexuality in his fiction and threatened the
national narrative that privileged heterosexual masculinity. Baldwimgher Country,

for example, contains characters, such as Rufus, who exist on a hetero-homosexua
continuum; Rufus has intimate sexual relationships with both male and femalgetsarac
Or, consider David, the white, athletic, virile narratoGadvanni's Roomyhose guilt

over his homosexual acts causes him to engage in heterosexual relationships. David
disrupts Cold War notions of heterosexual masculinity simply by having they abili
“pass” for straight. As the Lavender Scare unfolded, the homosexual who couds pass
straight became associated with threats to the nation’s security. Suppbsedigexuals
had the potential to infiltrate straight communities and convert patriots into Goists)
Like the discriminated against African American, the figure of the honuasetten
equated to the subversive. As a gay, civil rights activist, Baldwin posed a dal thr
For instance, in the margins of Baldwin’s FBI civil rights file, Hoovermefgto his
“deviant” sexuality by scribbling “Isn’'t James Baldwin a well-known pef/efqtd. in

Field 90). Hoover (the ultimate voyeur) was suspicious of both Baldwin’s race and
sexuality. Arthur Schlesinger’s correlations between the homosexual andssubdver
activity reveal larger Cold War concerns of policing the porous boundaries ohice a
sex. Baldwin exploited these boundaries in his fiction by creating complexctdrarthat
often split Cold War dichotomies of black/white, straight/gay, and Amegabarérsive.
Addressing the hegemonic discourses of masculinity in his fiction and non-fiction,
Baldwin reveals that the Cold War crisis of masculinity can be viewacHsis of
heterosexual, white masculinity. Post-World War 11, the United Statestet/en white

masculinity through subsidizing education, relocating women to the domesti¢ realm
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replacing African Americans workers with white veterans, and expandirigrie”
middle-class.

This subsidized, white masculinity was in crisis “almost from its inception”
(Taylor 73). Responding to pressures of corporate, consumer, and domestic culture, some
white men began to “feel ambivalent about whiteness” (Taylor 97). As the white
working class “rejected those aspects of themselves that they believedaeddheir low
origins—dirt, physicality, sexuality, labor,” racism between whites antkblancreased
(Taylor 72). According to Douglas Taylor, white workers “repressed andgbed” those
unwanted aspects “onto the bodies of black men and women” (Taylor 72). At any other
time in United States history, this repression and projection might not have eause
crisis. But because the Cold War era was increasingly concerned wittatiodfian
image of freedom and opportunity, the “contradictory desire to expel blacks fidm, a
incorporate blacks into, the ‘mainstream’ wreaked havoc on whiteness (Taylofi7e).
effects of this havoc have been noted by cultural critics, such as David Riesman,
Theodore Adorno, and Herbert Marcuse. One major effect of this crisis wasrttet s
white men began to view themselves as victims because they lost their place in the
societal hierarchy. Iiaking it Like a ManDavid Savran “traces the genealogy of the
fantasy of the white male as victim” to the 1950s @layboy esponded to this sense of
crisis by presenting a particular brand of white masculinity—one thatistasized by
the feminization of America, as well as pressured to conform to organizahdns
domestication.

Playboyadopted the rhetoric of crisis and victimization to appease its mainly

white, middle-class target market. According to “MeetRleyboyReader” advertising
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campaigns, young, white men between the ages of eighteen and thirty-founpnade
about 75 percent of the magazine’s readership (gtd. in Fraterrigo (68). Baldvwyn gent
pushed back against this victimization in Rlayboycontributions. In an attempt to
move closer to some form of racial reconciliation, Baldwin used narratikeitges to
renegotiate homosocial relations between black men and white men. But as noted in
“Dialog,” Baldwin’s vision of racial reconciliation does not come easily-fact, it
contained a sense of rebellion.

White men wishing to rebel against “de-ethicnicized, classless, hypeatti
whiteness” turned to alternative models of masculinity (Taylor P&yboyoffered one
available alternative for the white, middle-class male desiring monetltleautilitarian
goals of the nuclear family. The Beat Generation offered yet an@hdr.for some
white males, African Americans represented a viable masculinityibecd their
association with sex and the body (Taylor 73). Savran claims “oppressed” \alete m
sought refuge in Norman Mailer’s hipster. In “The White Negro,” firstighbd in
Dissentin 1957, Mailer suggests that the white masculinity crisis was produced by the
threat of assured nuclear annihilation. Emerging from this bleak future wasterha
hybrid, white figure who absorbed the supposedly essential elements aihAfric
Americans, such as the “libidinal drives of the body” and living in, and for, the moment
(Taylor 76). Like Baldwin’s use of interchanging pronouns or fused black and white
characters, Mailer’s hipster is racially united: he is a white male whitbkaa coupled”
to an African American “by means of a ‘wedding’ in which ‘it was the Negno
brought the cultural dowry” (Savran 50). In his “admiration and desire for blackness,”

Mailer romanticizes African Americans similarly to the waysd{gc romanticizes his
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fellaheen characters (Taylor 76). But rather than praise for the laktefiality or a
connection to the earth, Mailer praises African American’s supposedgrdic and
primitive sexuality (Mailer 10). Because of a desired coupling with thecened black
body, the hipster becomes the most controversial alternative model of masaailinity t
emerge mid-century. Clearly a product of the moment, Mailer's whiteregbodies
Cold War anxieties by disrupting racial and gendered norms.

In “The Black Boy Looks at the White Boy,” Baldwin responds to MailéFise
White Negro” by illuminating the hipster’s homoerotic nature and confiningeerole.
Baldwin condemns Mailer’s portrait of the African American as hypecoiaszed. He
suggests that Mailer has stereotyped African Americans as kifigyghallic symbol”
(217). Baldwin questions why the African American body has to be erotidizedder
to justify the white man’s own sexual panic?” (230). Yet, Baldwin ultimdgels to
“disentangle” himself “from the masculinist premises” he critiques &ldf's essay
(Taylor 80). For instance, in “The Black Boy Looks at the White Boy,” Baldyeiploys
two contradictory tropes of masculinity: an endless hall of mirrors and a bavatud.
In the endless hall of mirrors, “white men desire the imagined emotional whslehe
blacks, and black men yearn for the wealth and security that white men scagto?f (Ta
85). In the boxing match metaphor, both white and black men square off, each
“attempting to affirm his masculinities at the other’s expense” (Ta0pr Besides the
common association of Mailer with boxing, the pugilist trope makes readers afvar
performative nature of both gender and race. For instance, Baldwin dedoeibésst
encounter in France, with each author trapped in their respective roles:

To proceed: two lean cats, one white and one black, met in a French living

174



room. | had heard of him, he had heard of me. And here we were,
suddenly, circling around each other. We liked each other at once, but each
was frightened that the other would pull rank. He could have pulled rank
on me because he was white; but | could have pulled rank on him
precisely because | was black and knew more about the periphery he so
helplessly maligns in “The White Negro” than he could ever hope to
know. Already, you see, we were trapped in our roles and attitudes: the
toughest kid on the block was meeting the toughest kid on the block. (290-
91)

The intensities needed to fulfill these “tough-guy” roles must be tirinfgvidn claims

that continually playing the hyper-masculine role is “always extrghmid—to maintain

a kind of watchful, mocking distance between oneself as one appears to be andasneself

one actually is” (290). Besides being tiring, gender performance alss timitoles one

can play. And because Baldwin was so intent on the individual, as opposed to the

universal, he does not want to be limited by any restraints. For example, hethdinits

he envies Mailer’s success, youth, and love; he even says that they liked each other,

emotions that would not be possible if he always had to play the “toughest kid on the

block” role. In his response to Mailer, Baldwin exposes how both popular authors have

dealt with confining gender roles that dictate sexuality.

The dialog that exists between Baldwin’s “The Black Boy” and Mail8itse

White Negro” can shed light on Baldwin’s complex relationship withyboy.

Obviously, Mailer cannot stand in for the entiretyPtdyboy'seditorial content, but he

can stand in for its narrative of both the virile and victimized white male. Maier’s

“The White Negro,” the internal logic of the magazine reiterated geamdksexual

constructs, playing up the divisions between men and women, homo- and heterosexual.

Baldwin’s Playboycontributions resisted an uncritical embrace of these gender and
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sexual constructs. From “The Uses of the Blues” to “The Man Child,” Baltiveis to
showPlayboyreaders that everyone, not just white males, is victimized by the limiting
experience of these social constructions. Baldwin employs similar ¢ge&in his
response to Mailer as he does inPli@yboycontributions. Baldwin approaches Mailer
with his concerns regarding his eroticization of the African American the say he
presents his concerns about racism tdPllagboyreader—carefully. For example, even
though the boxing metaphor reinscribes stereotypes of masculinity, he adeuisuse it
is familiar for his readers. Just like he defines the blues in “The Uses Biuths”
Baldwin clearly defines his perspective, “as a black boy from the Hattegts' in “The
Black Boy.” Baldwin reassures readers that his reference to Madex middle-class
Jew” is not a form of anti-Semitism. Rather, Baldwin introduces the issulernicigt

and class because he is interested in the ways they “overlap,” in regarsttdinmy
(Taylor 79). He even suggests that he can “understand” Mailer because sintiair
professions. And, when Baldwin admits he respects Mailer, one might be reminded of his
admiration for Nat Hentoff or Bud Schulberg. As the black, gay man gazestlibek a
white, straight man with respect or envy, Baldwin “reveals Americascalinity to be an
endless hall of mirrors with white men desiring the masculinity of black men, asid bla
men desiring the wealth, freedom, and culturally endorsed confidence that dbme w
white masculinity” (Taylor 83). This obviously intricate relationship, betwa black

and white man, is like the complex relationship betwlagboyand Baldwin because
Baldwin’s contributions are situated withittayboy'sdidactic narrative for its white
audience. Baldwin’s non-fiction works on race remind readers that blackmedsais

essence to be desired or feared; it is a process, a performance, whishrodmect
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relation to process, and performance, of whiteness. His fictional corarnitwitih an all
white cast of characters offers tRyboyreader yet another model of masculinity—one
without clear heterosexual characters.
“The Man Child’s” Model of Masculinity

Published irPlayboy’sJanuary 1966 issue, Baldwin’s “The Man Child” provides
readers with an alternative model of masculinity—one that critiBlagoy'seconomic
and heterosexual editorial content. Literary editors also undermined theiutvanity
when they published “The Man Child.” For instance, in the November 1965 issue,
editors describe Baldwin’s fiction as “abstract and lifeless” i Afer Hours” Book
Review ofGoing to Meet the ManGoing to the Meet the Matontains Baldwin’s most
anthologized short story, “Sonny Blues,” dldyboy’'schoice for publication, “The Man
Child.” Editors argue that Baldwin is a much better essayist than creatiee He is
at his “best when he addresses our society directly” with his “tender aarggftelicate
agony” (27, 26). Apparently his essays can “movingly persuade” readers, btdrtas
“somehow diminish” the truth “by imprisoning it within a metaphor” (27). Speagati
on the reasons for his disappointing collection of short stories, editors suggest that
“perhaps” Baldwin knows too much pain, too much personal tragedy, to write fiction
(27). Editors conclude the review by labeling Baldwin’s stories wooden and shallow
only to directly contradict themselves two months later by introducing “The Mdd"C
as “chilling, starkly brooding story of frustration, madness, and murder” in 3éuar
“Playbill.” Obviously, editors could not deride their own fictional selections, but this
direct contradiction reinforces Robert Fogarty’s accusationg’thgboy“always

followed on the heels of success rather than breaking any new ground” (228).inBaldw
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had been in the spotlight fédhe Fire Next Timand his bitter playBlues for Mister

Charlie. Besides supporting Fogarty’s claims, publishing “The Man Child” emphasizes
Chelsea Bauch’s statement that editors allow for more varied matdpiayboy’'s

fictional selections; in comparison to its consistent criterion for PlagyRayboyis

“far more varied when it comes to its featured fiction.” “The Man Child” oféers
alternative model of masculinity, another mirror in the hall of masculinities.

“The Man Child’s” lack of critical reception reinforc€®ing to Meet the Man’s
poor commercial success, as welPdsyboy'sharsh reviews. Biographer James
Campbell states that the entire Dial Press collection of stories was étloeeeived,”
and W.J. Weatherby suggests that critics respectfully reviewed it (qteGoud 135).
Campbell goes so far as to claim that the collection might reflect “an dettlane in the
quality of [Baldwin’s] work” (qtd. in DeGout 135). Besides “Sonny’s Blues,” nudshe
stories inGoing to Meet the Mahave received sparse critical attention and “none have
been more overlooked than ‘The Man Child.” (DeGout 136). John Rees Moore’s 1965
review, “An embarrassment of riches: Baldwi@sing to Meet the Mghcontains a
brief paragraph on the story. Moore labels “The Man Child” a “made up horror staty” a
claims that it is “unforgettable” because the “flow of the feeling amladdur
characters is projected with subtlety and skill” (12). Nevertheless, Maguesathat
“too well made well to carry conviction,” the story leaves readers with “an asguié
sensation of the author’s self-indulgence” (12). David Leeming calls MareChild”
an “improbable tale of veiled homosexuality culminated in a child’s murder at nidls ha
of his father’s best friend” (qtd. in DeGout 136). Yasmin Y. DeGout fills a dearth i

critical analysis and situates the story within Baldwin’s larger gesilidy.

178



“The Man Child” contains incredible imagery, strong homoerotic bonds, and
brutal treatment of women and children. The plot of the story is simple: a young eight
year old, blonde boy dies at the hands of his father’s bereaved best friend. Aridst thi
simple plot is incredible imagery which reveals startling dichotomies bettie
urban/rural, adults/children, poor/wealthy, and men/women. For instance, Baldwin’s
point of departure is the sun moving from the city buildings to the country fields: “The
city is like an experienced whore, night comes and goes in her, she is inditbenent t
approach and is left unchanged at his departure—but for the countryside, it is a different
matter. There night watches his opportunity, bids his time, is patient witHlyhe si
upbraiding sun” (210, Jan. 1966). Besides exposing the differences betweendhé city
the country, this exposition genders the city and the sun as female and the niglet as m
Baldwin applies the same vivid imagery and gender constructs to Eric’'s f&thnieling
tall across his many acres, Eric’s father is depicted as the “ideadtican male; Jamie
calls him “the giant-killer, the hunter, the lover—the real old Adam” (211-242.

1966). Eric’s father “symbolizes the white, monied, ruling class,” and Jamie is
characterized as his war companion, drinking buddy, best friend, and servant (DeGout
136). Importantly, Jamie (the best friend), Eric (the child), and Sophie (arnaddatus

or stillborn) are the only named characters. Diminishing the identity oEHnicther and
father forces readers to focus on Jamie’s and Eric’s actions. Eric’s rffudlddreen

captured by his father” (22, Jan. 1966). “The Man Child’s” narrator claimshe&tsl

not know that she was chained any more than she knew that she lived in terror of the
night” (102, Jan. 1966). The narrator flashes back to when Eric’'s mother has been “sent

away,” and “it was said that she would never, really, be better, that she woulggawver
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be as she had been” (102, Jan. 1966). She seems to only serve the men, cooking,
cleaning, and laundering for both her husband and Jamie. The final descriptiorsof her i
ghostly; pale and full of worry, she paces the yard calling for Eric.didembodied calls
echo as the night covers the countryside. By the story’s end, all of the chilelcizaal
Eric’s mother has either miscarried or birthed dead infants twice, angdfsistrangled

by Jamie.

Baldwin’s model of masculinity presents dour outcomes for greedy, white men
whose society requires passing wealth from one generation to the next—both adult male
characters end up heirless. In the story, Eric’s father explains to him s@uwihi
children will one day own the land they walk:

He paused and stopped; Eric looked up at him. “When you get to be a big
man, like your poppa, you're going to have children. And all this going to
be theirs.”
“And whentheyget married?” Eric prompted.
“All this will belong totheir children,” his father said.
“Forever?” cried Eric.
“Forever,” said his father. (213, Jan. 1966)
When Eric asks his father if he will get married and “have a little boy” te lpigdand to,
Eric’s father “seemed for a moment both amused and checked” (213, Jan. 1966). He
looks down at Eric “with a strange, slow smile” and reassures him by rgpt@h
course you will” (213, Jan. 1966). Therefore, with “The Man Child,” Baldwin presents a
model of masculinity that is “linked to broader societal ideologies” of rdass,cand
gender (DeGout 142). “The Man Child” helps explain how Baldwin contextualized black
masculinity in the “most volatile decade of the Civil Rights Movement, a dekbatle t

witnessed the rage of Watts, the Voting Rights Act of 1965, the Moynihan Repotteand t

inception of the Black Panthers” (Shin and Judson 255). By using young, blonde Eric as
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the story’s center of consciousness, Baldwin shows how homophobia, classism, and
sexism force children into binary oppositions. Eric’s death “signals an interuptthe
ideology that disrupts transcendental maturity” (DeGout 149). Baldwin Biagboy
readers a model of masculinities suggesting a continuum between the homesbcial a
homosexual, and “The Man Child’s” model of masculinity seems especialgatofi
gender (males), race (white), and class (wealthy) constructe.td’most reviews, this
facet of the text is heavy handed, while others, like the critique of spdceamality, are
more complex.

Model of Masculinity: Space

Besides being more complex than his critique of gender or race, Baldwin’s
comment on space is also not as thorough in “The Man Child” as it is in his other works.
Most of Baldwin’s fiction uses the city as a setting, and he often emihleysty as a
spatial metaphor to analyze how the confines of the ghetto force particulactiaies.
Consider his works like “Sonny’s BluesXhother Countryr Giovanni's Roomin which
the city setting exposes class discrimination and encourages sexualtexmpdorin “The
Man Child,” however, Baldwin replaces the city with a rural setting tayaetthe greedy
accumulation of private property. He also contrasts a gendered, confiningid@pase
with the great outdoors and a local dive bar, The Rafters—both the great outdoors and the
bar are clearly masculine spaces used as a means of escape. Bal@wal's sp
dichotomies (urban/rural; private/public) reinforce Cold War remediationsvater
space that allowed the government to intrude upon, and survey the actions of,
subversives. Baldwin’s spatial dichotomies and spaces of escape alsdleffecly’s

Cold War agenda to redefine masculine space and the search for a safe space for t
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urban bachelor.

Baldwin’s white, male characters loom over their land. Both men are faamers
sons of farmers. Eric is the only heir for the expansive farmland. When Btloes f
takes him for a long walk on Jamie’s birthday, he points out his expansive land: “You
know all the way we walked, from the house?’ Eric nodded. ‘Well,” said his fathers‘that’
all your land.”” Admiring his property, Eric’s father puts pressure on Esiatsulder,
turns him, and shows him the farm’s expanse; wide-eyed, Eric asks his fathethwehere
property line ends, and his father boasts that it is too far to walk (213, Jan. 1966). As
geographer Nancy Duncan claims, in “Sexuality in Public and Private Spdmespace
of the private farm is “subject to various territorializing and deterritpig processes
whereby local control is fixed, claimed, challenged, forfeited and privat(z&9).
Walking his son through the farm is a territorializing act; Eric’s fafixes his claim on
the farm and bequeaths it, even Jamie’s former property, to his son. Handing down the
farm in this manner leads to Eric’s ultimate demise. On the day of his munder, Er
“pretended that he was his father” and walked the expanse of his land “pleasedgknowi
that everything he saw belonged to him” (214, Jan. 1966). That day, Eric had “been
many places, he had walked a long way and seen many things” on his land (214, Jan.
1966). He “passed an apple tree” and wondered if the apples “lying on the
ground...belonged to him, if he were still walking on his own land or had gone past it”
(214, Jan. 1966). When he returned to the farm house at his mother’s beckoning, Jamie
leads Eric to the barn and strangles him. As Eric struggles for breath, he w/hisper
“Jamie...you can have the land. You can have all the land” (214, Jan. 1966). Jamie

responds calmly to Eric’s desperate pleas: “Jamie spoke, but not to Eric: ‘idon’the
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land™ (214, Jan. 1966). Fearing for his life, Eric adds to his first offer, telangelthat
he can have it all: “if you kill my father | can be your little boy and wehzare it all”
(214, Jan. 1966). But Jamie seems all the more intent on killing Eric after he h@ces t
option. Jamie gets silent, stops weeping and says directly to Eric: “mtis.laill
belong to no one” (214, Jan. 1966). Killing Eric allows Jamie to cease the cycle of
privatization, and he drops Eric on the straw, “his yellow head useless on his broken
neck,” and walks out into the night that covering the countryside (214, Jan. 1966). Once
murdered, Eric is no longer useful in the cycle of territorializing land and with leisn di
the patriarchal system of inheritance.

Besides rewriting the wealthy, white relationship to private land, Baldiso
critiqgues the gendering of space and offers his male characters anfescafie
domestic realm. Hardly any of the story’s action takes indoors; even Jairtietay is
held outside of the farm house. The domestic space of the farmhouse becomed less vit
to the story’s plot. Eric’s mother rules the domestic space, making the farm house a
inhospitable place for the male characters because they are not in chthrgeeafim.
For instance, when Eric’s mother was sent away to a either a mental mstitus
hospital towards the end of her pregnancy, Eric’s father “rarely went inteltig’ for
Jamie moved into the farm house (213, Jan. 1966). Eric was thoroughly disturbed by this
reversal of gendered space; he found it “unnatural” and “frightening to findafhisrf
around the house all day, and Jamie was always there, Jamie and his dog” (213, Jan.
1966). When Eric’s mother returns from the hospital, she once again takes charge of the
domestic realm, but the strict order of space has been upended. The adult raatersha

seem to escape more often to The Rafters, and Eric wanders off faahever before,
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pacing his new land. IHomeward Bound: American Families in the Cold War Era,
Elaine Tyler May claims that some American citizens sought wayscape the ultra-
contained, confining spaces of the Cold War. May states that rural areasddalffe
combined appeals of escape from the threat of nuclear attack and a redraatisiin of
old-fashioned family life” (103). Baldwin depicts both Eric and Jamie as esfaphen
they walk through the countryside. “The Man Child’s” narrator states thae'3avife
left because he constantly strolled the farm with his dog, as opposed to beingrwith he
their home. For Eric’s father and Jamie, the escape to The Rafters mienstgotirban
males’ escape of confining, domestic spaces.
Hefner often admitted that readiRtpyboywas one way for males to escape Cold
War confines; in a 1955 interview, Hefner says flayboywas “an escapist magazine”
because it offered “an imaginary escape into the world of wine, women and gtthgh (
Watts 78). Emily Gold, in “Into the Wild: The 1950s Suburban Male’s Escape Tactic,”
supports Hefner’s claims that magazines “allowed the male reader to bevatuialdi
rather than a part of the faceless and domesticated suburban massé$” Gud goes
on to argue that
[flor men, there was a feeling that the domestic sphere had not only
invaded, but even “penetrated” the sphere of masculinity, and instead of
men being wild, free-loving, travel and experience heavy bachelors, men
were traveling to the nearby grocery store, golf course, or job. Men lost
their primal selves and became domesticated. Although the veneer of men
as masculine was hard fought and still in place according to Stephen
Gelber, men’s roles within the community and especially within the home
had shifted. (par 1)

Men’'s magazines and bars, like The Rafters, provided an escape from the daily

“mundane,” as well as “from the traumas and identity crises sufferenidbgs (Baxley
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par 1). By providing his male characters with a safe space to escape,rBaddaures
the gendered divide between public and private spaces.

Model of Masculinity: Sexuality

Baldwin’s critique of gendered spaces exposes the story’s focus on the hotnoeroti
bond between Jamie and Eric’s father. For instance, when Eric’'s mother isiagnt a
Jamie quickly takes her place in the farmhouse. Baldwin constantly stitesises
homosocial bond. Their bond is one that cannot be broken; the two men were “never...to
be divided” (211, Jan. 1966). Jamie admits that Eric’s father is the only reason he
returned to the country after his own father lost his land; Jamie had “notheatiy—to
keep [him] here. Just all the things [he] knew—all the thingk-the things—[hekver
cared about” (211, Jan. 1966). Because Eric’s father is Jamie’s only fhentilicized
text suggests that Eric’s father is all Jamie knows, all he cares abeutsirong bond
expresses how the “effect” of the “construct of manhood in the white male hegemony”
has negative effects on women and children (DeGout 146). Possibly, Jamie murders Eric
to assure that their bond can never be broken. When Eric pleads for his life and questions
why Jamie hates his father, Jamie tells him that he “loves [his] fa@@i4; Jan. 1966).
However, there is a “homoerotic subtext to the homosocial bond between the two men”
(DeGout 136). As Jamie hints at their past experiences together, too damagihg to t
Eric’s mother, Baldwin characterizes Eric’s father in terms of muchderasexual
preferences.

Jamie’s and Eric’s father’s homoerotic bond disrupts Cold War discourses, which
discriminated against any sexuality that was not clearly heterosextaalosexuality, in

particular, is demonized. Bruce A. McConachie argueAmerican Theatre in the
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culture of the Cold Wathat “post-war psychiatry worked hand in glove with

militarization to demonize homosexuality” (61). The classification of homo$igxaa a
mental illness allowed government officials to present homosexuals astadhratonal
security. Regardless of Kinsey's research regarding the continuum ofisgxmglone

not strictly heterosexual also experienced discrimination. Baldwin ¢haras Eric’s

father as existing on this continuum. For example, during Jamie’s birthday pantg, J

asks Eric’s mother if he “ever told [her]...about the things we used to do?” (211, Jan.
1966). Eric’s mother admits that she doesn’t want to hear about them, and Eric’s father
quickly chimes in: “He wouldn’t tell you anyway...he knows what I'd do to him if he

did” (211, Jan. 1966). And later, when Eric’s father discusses Jamie’s old agéaf8®
claims that he is young enough to “still do all the things [they] used to do” (211, Jan.
1966). The men also share exclusive moments of tenderness in between moments of
aggression (210, 211, Jan. 1966). According to Eve Sedgwick, this type of interaction—
between the homosocial and the homoerotic—draws the homosocial back into the realm
of desire: “the potentially erotic, then, is to hypothesize the potential unbrokenress of
continuum between the homosocial and homosexual—a continuum whose visibility, for
men, in our society, is radically disrupted” (1-2). Through their homoeroaitaes$hip,
Baldwin reveals the “political agenda that acts across the boundaries df sexua
preference” (DeGout 146). Expressing that sexuality exists on a continuum, asdoppose
to a strict dichotomy, offerBlayboyreaders a model of masculinity that encompasses
more than a fascination with the-girl-next-door Playmate.

Conclusion

By publishing “The Man Child,Playboyeditors provide readers with another
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model of masculinity—one that offers sexuality on a continuum and critiques gendered
spaces. Baldwin’s fiction also illustrates the danger of strict dichesgreomething his
non-fiction Playboycontributions highlighted as well. When read together, the entirety of
Baldwin’s Playboycontributions reveal his main concern—that children, African
American children especially, are afforded the opportunity to grow up and out of
simplistic binary oppositions (DeGout 150). His non-fiction essays on race andltgexua
and his dialog with Bud Schulberg, all mention children. Appealiftjagboyreaders,

this shared concern for future generations allows Baldwin to critique asp&tty/oby’'s
grand narrative Playboy’seditorial content promotes an ideal masculinity that includes
heterosexuality, capitalism, and patriarchal hegemony. All of Baldwiaigboy
contributions undermine conspicuous consumptionPlayboyeditors continued to

publish him because his cultural currency proviBé&/boywith an African American
correspondent on the Civil Rights Movement. And later, towards the end of the Cold
War, Playboyused Baldwin as its reporter on the changing sexuality scene, when it

published his “Freaks and the American Ideal of Manhood” in January 1985.
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CONCLUSION

Reminiscent of Baldwin's claim that the "great force of history...igliepresent in all
we do," studyind’layboyas a Cold War artifact bridges the gap between Cold War
historical, gender, and literary studies. More than an arms race, the Cold $\thewa
emergent superpowers’ struggle for governance, labor, wealth, and resdbrsegobal
conflict altered, and continues to alter, the American landscape; nationatysecur
concerns forced permanent militarization, and the nuclear war produced intense
uncertainties. Space and sexuality became sources of post-war tessioitiral
ideology strove for homogeny. Government policy encouraged the eruption of
homogenous suburbs. Organizational men drove to white-collar jobs on new highways
and an exaggerated domestic ideology reminded women of their familial priorities
Undiscriminating market forces offered standardized fare; McDonélalizand
Disneyfication promised predictable, sanitary conditions. The standapdifaim
suburbs to sexuality required a tiring, constant performance on behalf of Uritesl St
citizens. This performance, and the reactions to it, need to be st@h&bi\War
Playboysreinforces that "the normative characteristics of masculinity—andiémess,
middle-classness, and Americanness—require constant culture work incoagetr
the effortless attributes of a privilege they simultaneously justify andidesg(Gardiner
17). Containing the normative characteristics of masculinity, as well afsté

tendencies of the Cold War|ayboyis an appropriate site of study. Embedded in the
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glossy pages d?layboyare the inextricably intertwined narratives of Cold War history
and post-war literature.

In his first editorial, Hugh Hefner reinforces the purposBlaf/boyand of
literature; he reminds readers that, IMayboyliterature is meant to delight and instruct.
Consequently, wheRlayboyprints a story, it reinforces classical assumptions stated by
Aristotle and Matthew Arnold. The literaturePBlayboyrequires an analysis that no one
seems to want to complete; even the most comprehensive scholarship on theyti@jector
the “Playboy Empire” or on Hefner’s biography ignoRdayboy’sliterary pretensions, or
only provides them with a few paragraphs. This omission is striking, because, as
Elizabeth Fraterriggo claims, Playboy and the Making of the Good Life in Modern
America, Playboyvould not have “stood out from the numerous men’s magazines that
traded in female flesh if it had not been for the larger editorial contentA(R).because
Hefner has always stated that sex “by itself” was never enoughtetfaure inPlayboy
is just as, if not more, important than the Playmate centerfold. For Hefner, wooing
women required being sophisticated, which meant engaging with literatufieer He
claims the “whole idea behirfelayboywas to put the two parts back together again—
mind and body—that have been in conflict so long in our society. Sex, after all, is more a
social than a physical experience” (qtd. in Weyr 11). Accordingly, Héimaw that
seduction was a matter of the mind, not the body. Recentlylayaoymansion
reunion, seventy-year-old Hefner thanked his Playmates: “Without you gals, whbkout t
Playmates, I'd be the publisher of a literary magazine” (Corliss) \Wleyboy'searly
editors quip thaPlayboywould “die like a dog” without the sex, even if it had “all the

Nabokovs in the world,” they inadvertently prove the necessity of the literaturthenot
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naked playmates (Weyr 35). Thus, the literature and the sex become codependent
features irPlayboy. And, if seduction is a matter of the mind and not the body, it makes
sense that the literature component of the magazine offers the most varietix aftent
month, the centerfolds are all similarly posed and each has that same dgezed
making their photo-spread more innocent than erotic. For variety, readersimust t
the literature.

Consequently, the huge amount of space—the literal thousands of pages—which
the magazine devotes to literature becomes a form of escape from theayratisie,
from Playboy'sethos of heterosexuality, wealth, and sophisticalibwe. literature carves
out a niche, in between the calls for conspicuous consumption and the female
objectification. Playboy’sliterature can offer readers alternative models of masculinity.
The spac®layboyssliterature presides over in the magazine paraif&dgboy’s
reclamation of masculine space in the ‘feminized society’ of the Cold Wayboy
“grounded its vision of the good life in a different kind of space”—the bachelor pad
(Fraterrigo 83). In 1962, it started to advertise its bachelor pads by sleongs and
full-color spreads oPlayboy'sChicago townhouses and tRayboypenthouse; the
bachelor pads promoted “an ultra-urban island of individuality...the best of albf@ssi
worlds for the unattached, affluent young man happily wedded to the infinite adwantage
of urbia (sic)” (84, 105, May 1962). With this reclamation of domestic sjpdaghoy
attempted to “reaffirm male privilege and power at a time when gender basware
shifting and the physical spaces of the city and the family home were beisfptnaed”
(Fraterrigo “Answer to Suburbia” 769). Editors advertised the bachelor pad adarway

men to rule a particular domain, and the bachelor pad allows men to construct “an
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imagined space that served as an extension” of their constructed masculittiesdent
(Fraterrigo “Playboy” 761). The bachelor pad was divided into two zones: thie acti

zone and the quiet zone. Editors considered the living room, dining area, and kitchen to
be active, entertaining zones and the bedroom, study, and bath to be quiet zones. One
might assume that a playboy’s bedroom should be part of the active zone, but editors
made sure that the quiet zone of the bedroom, bath, and study, were “private spaces
within the privacy of the penthouse” (Fraterrigo 91). The bedroom and the study were
adjacent in the layouts, reinforcing the connection between physical and mental
stimulation. One might also assume that editors would put primacy on the bedroom, but,
instead, they claim the study is “the sanctorum, where women are seldom intited, w
[playboys] can work or read or just sit and think while gazing into the fireplace”I(i70)

the study, the playboy can escape from the tiring performance of hiopla In the

safety of his sanctorum, he can read quality, serious literature. TleeRdEyboy’s

literature offers the ultimate escape from the magazine that pridéonsoffering its

own “imaginary escape into the world of wine, women and song” (gtd. in Watts 78). As a
complementary feature to the magazine’s nuéigyboy'sfiction safely provides readers

with alternative images of masculinity.
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