
4 Romance and/as tourism
Heritage whiteness and the
(inter)national imaginary in the
new woman's film

Dinrue ldegrn

In this chapter I devote attention to one of the ways in rvhich romance in recent Americal
cinema is implicated with the fantasl, transcendence of US borders. Attending to the
einergence of a set of films that centralize a narratirre of Europeanizatior.., I argue tiat
these texts constitute an important newpermutation of the woman's fiim in the 1990s.
Films such as onh, Tou (1994), Four wedd,ings nrutl o Funeral (1994), French Iess (1995),
The Matchruaker (1997), and irlotting Hill (.1999) are bound together by a codified
set of narrative protocois which include, for instance, the reluctant or accidentai arrival
of the protagonist in a nation in Western Europe, the discovery within that national
setting of neu' possibilities for coupling and family formarion, and the narrow averting
ola return to the uS by the heroine, who is instead inscribed within a ,,happy ending;
achievable because of her syrnbolic acquisition of a foreign nationaliry.

I argue that these fllms carry a set of concerns pertinent to the experience of Americal
femaie spectators at the close of the twentieth century. Among those concerns are:

t The evolution of US culture in such a way that idealized family formation is cul-
turaily contradictory, both urgent and impossible . Confusediy responding to the advent
of the "Nerv Traditionalism" in American culture, these films register a desire to
escape from the strictures of American "family values," although they ultimatelr.
re-inscribe those values.

' The superficial stigmatization of whiteness which now must enrich itself through
contact with desirable ethnicities. llomance, which has iong proposed soiutions to
social problems, now addresses itself to the provision of fantasy states of rvhiteness
correctil'e to perceived deficiencies. These fictions specifically redress the disconnection
between Americar-r whiteness and heritage homeiands and give evidence of the way
that in recent decades "r,vhite ethnicity emerges as a trope of empowerment;,
(Decker 1997:207).

o Econotnic developments u,hich increasingly curtail individual agency and rnobility
while endlessly celebrating those values. In these romances, heroines are either
separated from quotidian economic concerns, or restored to a simplified, purified
economic realm. In tireir adopted national context economic concerns are entirely
eliminated, presented as altogether absent, or meaningful only as an expression of
coupling' (In French l(iss, for instance, an American heroine's romance with a French
vitltner is enhanced drrough a mutual entrepreneurial bond.) While romances set
in the US increasingly acknorvledge coupling as a form of repair for disconnected
social relations and ferocious modes of economic competition (Tow,ve Got Mailtlgggl
is a telling exampie ), these films absent their heroines from those pressing .orr...r-rr.
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In devoting attention to these films' presentation of imaginary European homelands,
I will shed light on the complex interrelations between popular fiim and tourism as an

experiential mode set up to resolve identity problems in late-twentieth-centurT US cul-
ture, and investigate the rescripting of romance to reflect perceptions of American nationa.l

identity (and American whiteness) in crisis. Analyzing the contiguity of romance and
expatriation, I wiil argue that these narratives rely sp a formula in which tourism serves

as the antidote for a variety of overdy or tacidy diagnosed social problems. When romance
is correlated widr the symbolic acquisition of alternate ethnic/national identity, it takes

on a powerful new charge.

The tourist romance

Torrrism, it is clear. is an ever more important social and economic phenomenon in con-
temporary life. If, in earlier phases of modern life, tourism was most often constructed
as a tranquil, therapeutic respite from one's everyday cares, tourist experience is now
most frequendy positioned as an opportunity for integration and stimulation drat will
make up (implicidy or explicitly) for the deficiencies of daily life. Thrill-seeking tourism
of all kinds has boomed in dre 1990s, with a particular emphasis on conquering naffie
through extreme sports. Climbing Mount Everest became increasingly popular (in some
cases with disastrous results) throughout a decade which closed with the deaths of a

number of adventure-seeking tourists in 1999 on a canyoneering tour in Interlaken,
Switzerland. As Barbara I(rshenblatt-Gimblett has observed, the rewriting of tourist
experience around higher grades of stimuiation has produced a crisis for traditional sites

of tourist interest: "Museums are experiencing a crisis of identity as they compete with
other attractions within a tourist economy that privileges experience, immediacy, and
what the industry calls adventure" (I(rshenblatt-Gimblett 1998: 7).

A key development in the recent history of tourism is the recognition on the part of
tourist industries that tourists want to feel they know the place they are visiting. Thus,
new modes of tourism attach value to those experiences that reflect the closest con-
nection to the place being visited. Stress is increasingly placed on fully immersive modes
of tourism predicated on integration in a new environment /culture. At the close of the
twentiedr century, particular emphasis has been placed on tourism that is personally enrich-
ing, with a fuller experience of local culture being demanded bv a larger percentage
of travelers. Recent tourist practice has been defined by the ascendance of the
"autienticity"-driven "special interestr" "activer" or "adventure" tourism model, which
presupposes the desire to integrate as fully as possible into local culture. As the authors
of Towl"iswo: A Gender At+alysis have noted, "Tourism therefore involves the purchase of
the particular social relations and characteristics of the host" (I(nnaird and Hall 1994:
13). In a climate emphasizing the postmodern play of identity, touristic pieasure is now
more likeiy to be linked to the performance of those characteristics and the reproduc-
tion of those social relations. In Stagi.ng Tourisno: Bod.ies ow Display fronc Woilzihi, to

Sen World,, lane Desmond trenchandy observes that "The natural, represented by this
essential culture . . . emerges as something lost by r,vhite, middle-class tourists and
briefly rediscovered through invigorating contact with representatives of that culture"
(Desmond 1999: 255). As I will show in my discussion of the tourist romances, the
desire to experience somatic stimulation and environmental encounters marked out as

"authentic" pervades those fictions just as it increasingly factors as part of the appeai of
vacation packages.
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As it has shifted to a new integrative and experiential model, tourism has also begun

to cultivate new constituencies. While the tourism industries maintain a strongly dom-
inant focus on heterosexual couples as their primary clientele, some room is being made

in the marketplace for other kinds of travelers, including single women. A 1996 artrcle

in The M'inneapolis Star Tribwne reported that:

Rising incomes, delayed marriage, divorce and longer life spans have produced a bur-
geoning number of rvomen rl,.ith the means to see the u.orld, but without husband

or family to accompany them. Social change and sheer demographics are shattering
lingering taboos that once discouraged women from traveling far lvithout a male

protector.
(Dickerson 1996: 5G)

A grou,ing category of advice literature directed torvard prospective \rromen travelers

has emerged, including tides such as A Jour"ney of One's Own: Unconor,n.on Adtice for the

Ind.epend.ent Wowan Trateler (1996, Thalia Zepatos), Tr,'o'peler's Tales: Gwtsy Wonten,

Trayel Ti.ps and Wisdotn for the Road. (1996, Marybeth Bond), and Every Worunn's Gwid.e

to Rorunmce in Paris (1998, Caroline O'Connell). In 1999, the top internet destination
for women, women.com, added a new travel fbatr,rre with specialized ir-rformation about
the travel interests and needs of r'vomen.

The dynamics of tourism have long implicated the male tourist in the consumption
of indigenous femininity, whether overtly designated as sex tollrism, or at a more implicit
Ievel. \Vhen \\romen travel, romance is often presented as a natural outgro\\th of immer-
sive tourism. In a recent fbature article a fbmale journalist wrote, "While I r,vouldn't say

that the possibility of meeting someone motivated m), wanderings, it's alu,ays floated in
the back of my mind like moonlight on the Taj Mahal" (Spano 1998: E7). The quest

fbr romance is thus discursively figured as equivalent to the destination itself.
Tl-re desire to identify u.ith indigenous popr-rlations and fecl a sense of inclusion within

local culture is a ke1, feature of the recent tourist romances which assume that the
national/cultural location visited is more "real" than the (inevi.tably American) culture
the protagonists leave behind. Tbe Motchruaker posits this distinction by equating
American culture u,ith the ersatz world of political "spin" and contrasting it to the
comical "authenticit,v" of rural Ireland. Its heroine Marq, Tizard (Janeane Garafalo) is

presented as a woman whose energies are fruitlessly expended in the ser-vice of a cor-
rupt American politician. In Ireland, she meets Sean, an Irishman r,vho has abandoned
a career in public relations because he perceives it to be morally bankrupt, and has reset-
tled near his family in the West of Ireland. Marcy acquires the ability to critique slick,
American-style political shou.rnanship as she gains "insider" kr-rowledge of Irish culture.

Tourism has traditionally operated as a mode of ideological reinfbrcement*we expe-
rience another place in order to return, rejuvenated, to our customary environment.I
Yet in the tourist romances of recent film, this last link in the traditional social contract
of tourism is emphaticalll, ser.ered-the fllms decisively emphasize the non-return of
the native-I(ate in French 1(lrr and Faith in Onllt f6xv are narrowly prevented from
returning to the US, rvhile at the close of )dotting Hill the heroine Anna Scott answers

I In Holllnvood film, tl-re most emblematic instancc of this rcturn is of course Dorothy's discovery in 7/e
Wizard of Oz (1939) that therc rcalll, is "no place like home ."
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the question .,F{ow Iong are yotr intending to Stay- in Britain|,, with a jubilant

*Indefinitely.,, In all tt..I nmlr, satisfacto*Lrrative closure strikingly hinges on the

spectator's agreement that the greatest prospect for a happy future life for the heroine

lies in exPauratlon'"

The tourist romance and the burdens of citizenship

Few critics ha'e addressed the flourishing category of cinematic.romance in the 1990s'

yet as catherine preston (2000) has shown, tie iom"rr.e has played an important role

in the cinema of the isqb, "rri 
particularly in the filmographies of major female stars

such as lulia Robertr, u.g Ryan, and Su.i.u Bullock. Preston argues that the generic

status of the romance is sJmewhat blurred, and its prominence, as.a. successful film for-

mulaisfrequentlyobscuredbythefactthatitisoftengroupedwithmanyotherkinds
of fi.lms. Nevertheless there has indeed been what she terms "a steady rise" in the pro-

duction of fiIm romances since the lare I980s and, further, those films have been among

themostsuccessfulattheboxoffice.Surveylngtheboxofficeresultsforlgg0_99,for
instance, reveals that at least one film romanie was among the top highest-grossing

,{mericanfilmsworldwideineveryyearexceptlgg5andt??8.'lkeyrespects'some
ol the most successful film romances of the iate 1980s established precedents mll:::

still being adhered ro. From Moonstruch (1987) and when Har:1 Met sally (1989)

tblward,alargenumberofcinematicromanceshavepromotedregionalismasan
accessorytoromanticfusionthroughcameraworkthatisugntyattentivetothelocal
landscape' Such fi'lms would seem to ser'\'/e as the domestic correladves to the films I

discuss here. I turn now) however, in more specificity to themes of internationalism in

the romance.
CertainlyHolllwoodfiImshavelongtreatedthemesofinternationalromance.

Postwar American m.,. ,,". particularly ud.p. ", thematizing the errcounter between

Americans 
"rra 

rrrof.u" tt'it"t, in fiim' "th 
u' The Q,'iet Man (1952)' Gentlewen

Prefer Blond.es(1953), aJId Rowarc Holiday (1953)'Taking Now-Voyagw (1942) as another

representarive case, it is possible to ,". ho* eariie. fi.lms display an aitogether different

conception of the relation between travel and female identity' In the melodrama' Bette

Davis' Charlotte VaIe is able to escape her mother's stifling, repressive influence by affiliat-

ing herself with the exoticism of lravel (in this case to Brazil)' Although Charlotte's

mother has reproached her in the past, saying "You have all the vigor of a typical American

tourist,"thisfilmng*t'tourism^slightlydiffbrentlythaninthenewerromances'I:[ere'
tourism is likewise emancipating, birt it confers an identiry that is sustainable upon a

return trip home. charlotte',s romance on a cruise to Rio de )aneiro with lerry (a mar-

riedmanalsotrappedinanunhappydomesticity)witlliveonafterthetwohavereturned
to the uS. Charlotte,s rr"rr r.rr. oiherseif en"ti., h.. to transform her grim home-life,

and she is ultimately able to generate an alternative model of maternal behavior from

the negative example s.t Uy t"., mother. She continues to wear a camellia corsage as a

2 That the trope ol .buropeanization inevitably cenftalizes female transformation is attributable to more than

the fact that the to-"-tt" convendonall1' tells the stories of women' For a counter example' consider The

Talell,terlMr.Ri,pley(1999),afilmtlratpathologizesmaleiclentitytransformationinEurope.Thisdidr-rot,
however, prevent the tli* ao- inspiring travel-related press pieces advising readers o' the towr-rs' cities' and

beaches to visit to recor-rstr"t Riplty"l'n'els in Italy' See Rebello 2000' 42-45'
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sign ofher,ewlytropicalizedidcntity, 
and at the close of the fiLn, charlotte and Ierr,fondlv recalr their time together i,, B'.;;il ,.rd pl.d;;;;;.;; ,,that rittre strip of ter_ritory that's ours," as trre nh..r.brrt.r'tlr.iri.t.irito.i;i;;; 

of tlreir sphere of theAmerican social landsc ape. Now voy"g* i,^^gi'es its heroine spending dme overseas toeruich her identity for a more .-po*.La homecoming, i, *rrrj rrre reshapes her domes_
:"rf,J".Jr'ect 

whar she has r.*".a. i*h returns are largely ruled our in the nerver
\4hat I propose is that more recent American f,lms cover much the same terrain, butthey do so now under the r..-, oir-rr"..ideological ,g;;;; cruciar shift invorvesthe assumption of dysfunctiorrrt g.rd.. r.i.,ior* i' the American csition that uS affiriatron has beclme u.,J.rrro-.. Dissatisfacti""'Hfi,.]r:tj,ilJ::X;ro,arlce in the US has been provocativery addressed .".; i;;;;;ces that (strictry speak_ing) depart fi'om the m.odei t investrgrie h,ere .. set in the US, such firms ,evertheresspropose co*ecdon for the social probie^rl3:i-p.J. 

-"0i"! ,nrough an invocarionof Europe. In white"Tou turf sirrpirs iirru,, h;;;. l;;lrr,s.na.. Bulroct<) questto produce a home for herself 1th.'..i.o^nrr.. here is witirthJ hero,s family ancj thedornestic securitv they represe",) i" .r:;iated with h.. ;;;;"f traver to ltaly. A.,employee of the chicago iransit a"iir.",y *rr"r. d"y";;;r;lf . ..ri., of anonymousurban encounters in a toilbooth, rrr.y'i, obs.rs.d;,i,ir"F;..rce, and carries anunsramped passport around as trre filmis sign of i... .*o,ior; and geograp.lric con_finemenr' The u'spoken muruar f..r;; i"*..r, rr.y una 1r.r. lBill pulrman) appearsto be cemented as he Brves.her, r""rfgr.ue^of Flore'c;;#;ithe close of the film,Lucy proudry *ro"t', "1.ck gave -. ,ir?^i*r.ct gift-a stamp in my passporr. _L{e tookme ro Florence for our rroneymoon."3 Tf,e remrke_ of sabrina(lggs) proceeds fromthe assumpdon that the titutat heroine has fo,nd herself throu*t uJ-p..-zation, becom-ing visible as a candidat. fo. ,o*rrrti. ;,;;;;"" orrty ,r,.. . i.uriro._.,iu. sralz in paris.other'films, such as rlext stop, wt"irri"il (1998), ..r,.Jir. 
" 

rr".roine paralyzed by 2
i"J,l,Tffi # i:TJffi1-,, 

;1", .h. fi r ; " 

t riefly *.ho,, ." r,* l"_i_ s c enc e s or a chiid _

up to this point. I have alruded only in radrer 
.vague ways ro a widely shared per_ceptio, in conremporary America" r"rorr-,."r, that ,,sJciai ;;;1.;r" impede coupling,noting that often the resorutio'ortiror. f.oui",o, irruot*rirrl"r.'#r...nce of the hero-

3 Thc storl' of us (7999) is also imprinted with the notio'of Europe as a fantasy iclear. In this firm (a diag,nosdc of an American ,an13ge) a.maried .;.*,., _.: ,ra r<rti.i.a-,;;.,.rir,.ro*.nce raarital recol_
ffi.:i::,!l :",.illj: Ij:l;." 

r,tren thev..,.,_,o",r,. l,i, ,r,.i, p.our._,,;;i;;;""_erge 
irncl dreir croseness

stcreotypicar A'erican .;fiffi;:;.:ff",il.,?*:i:iT::::: :l:::"?;,-r*a ,,.,,u,r _;..r",, 
"r "rro'. ''rr onrl rherc uJs a wr) ro borrre ,r,., u,,r.n..']l',:J::i:i"'Il^i'::l::.,,' in voic.'ovcr nrrra-

i:i;,.T;Ji,'J';::,i;.:'fi$:[i.',i:S:J1r"ify.-{;';.;;;il,;"i::J,il*:l',: ;l:"j:',::

.,,,li 
::T:T ;**I;**,,tr ,;*r* j,il il ffi : 

j nfiirll;i, ;il:: r.t* : ;i l*:4 It is i.terestirg to obsen'e the ki,ds 
"i m,,, ii*i"#fire femare film stars chooseemporvered stages of rheir-careers. In the r990i,,i.r. or" ofren tra'er.,,*"*J;i;l:l:l:i:'ii:*llappeared it Nottiryl rriil after rejur.enati.g rr.. .r,..1^- ,, ilri ilr),n'ri'ir'i)in,Meg Rya, i, French1(lsrafter steeptessinseattte,and,MarisaToilei i,orfir"rl,,:;i ;;;;,lr.,ilr"in oscarrbr Mycousinvinny' Mv pu.rpose here is to investigate n.," rr.n"irirr-arshar 

a_ ii'd .r...f"r"r.'a the icreologicar con_::::,,TlffS,Hlj*ffi ::ff#;;'' o'"s;;;;';;''rr revers, ,r-,.,',,,.*."",*!e rantasies ortraver a,d
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::;konrtheUScontexttoaSettinginWesternEtrrope.Thesesocialproblemsremair1
::,le in narrative .";;; because" it is the narure of Hollr,r.ood film to shor'vcase

:.iectories of transcendence/resolution rather than to pcrfortn sustained social diagnosis'

j:r. rhe rouris.o-ur-r.., u." bound rogerher tv their (mut1d). critique of a number of

,,urinant features of conte'rporar1, US expe.ienie-social isolation' gender disempor'ver-

=ent, class dift-erence, il;;;i;i,, and ionditions of en'ironmental oppressio.' These

:.rtures are brought together as the implicit catalysts for the heroine's identit)' crisis

,;rich is subject to adequate resoiution only in a European context' By analyzing these

:inamicslr,villbegintodeveioparesponsetotl,.,,"i',questionwhichthisessavs.e-e.\:
:-, eddress: wlrat functii"' i' rt'"p" tt"""tly made to serve in the American romantrc

-+?tl:TI. rs or rhe socioL Henrth of the rdotion: How Amer,ico Is ReorL!.otrr{::::_

::jJI that nearly exclusir,e reliance orr economic and business barotneters for measurtng

-:-e national condition have obscured other significant social indicators such as poverty'

-rime, economic inequality, housing.atford-abitlty',.""d "t-::::^.': 
nt"tn care' The

:.urhors' gathered a"i'" tt'ggt* thai by many indicators national social health has

jecli,ed in the 1990s, .r=Iirrrrr. ..oro-i. l*alth has appeared to be robust tl-rrough

ruch of the decade . one of their most significant lindings addresses the distribution

,irr,ealth and highlights the r,videning gap b.r*o.r poverry;nd affluence. At the close of

--ne trventieth ..rra.,r1,,'an. inlted Sta'tel h", th. la.g.st gap betr'veen rich and poor among

:.rdustrialized 'ations; 
i"-rqsJah. poorest fifth of the ,,"tio'-t held a rnean annual income

ri511,388,'vhilettremeanincclmeoftl,.topfiftl-rt,as$.|25,,627(Miringhofrand
\tir.inghoff lggg: 10ai). ir-ri, f"r.riration of u,ealth has produced extraordinarilv com-

fetirive social terms ii ,"r-ri.n u,idespread (and accurate) perceptions of a shrinking

;ili. .1u* h"t. fbstered awareness of a two-tiered economy'

In a discussion of r,r,ork re,engineeri'g a.d its implications fo^r f,amiil life in the 1990s'

Sarah Ryan oUr.r.,.r'lt"r;"";; posr-b;by-boom Americans feel that the "sociai con-

-Jact,, that seemed ,o ,...,o,. ,.,.hite American life in the post-World War II period has

been ir-tcreasingly violated' Ryan u'rites that:

Al almost constant sense of insecuriq' haunts American families in the 1990s' Nearly

halfthepoptrladonrvorriestl.,"t,o-.o,,eintheirhouseholdu,illbeoutofu,orkin
dre next year. parents no longer .*p..i their children to have a higher standard

of living rrr* ,rr.-r.r"es. Most-exp..i r".g*.*te layoffs to be a permanent tbature of

themoderrreconomy;meanr,vhile,they*experiencen1orestressu,hileatlvorkarrd
are contributing more ancl more hor., to iir. jou. No wonder nostalgia for more

prosperolls and predictable.times is,a recurring th;m1 in politics and the arts) even

amons youns p:;Plt ;., hav' embraced thJtechnttt'; 1"fJl$# *rYfjj

Ther'videlyheldviet,tlratAmericansnowoperateirra..postfemirrist.'environtlentirr
*.hich the concerns of feminism are taken to Lt itt"ltuu.t and/or archaic has largely led

ro the stigmatizatio; oin feminist vocabularl'that might sen'e as a productive outlet

tbrrespondingtothisStateofaflairsanditsimpacton\\romen.Thedisappearanceof
mainstreamr.-i,,i,tai,.ourse\\raschronicledinarreditoriaiinUS,4Todaytnwhich
tbunderAlNetLiruthannorrncedthatMs.nragazineu.ould^soonceasepublication...Reason:
Women,s libbers are fbu.er and fhr less fhiatical than 30 years ago" 1Neuharth 2000:

I2;.Thedecreasingavailahilitr'ofFernirrisrnasarcsPollsir'cnlrldetothecontinucd
disenfianchis.-.rr, uf women"means that clominant Holl1'r'"ood fictions (as r'vell as
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self-help discourses and the new domesric regimes propounded by figures like Martha
stewart) face little competition in their characterization of women;s lives, inrerests, and
concerns in 1990s US culture.s

The expatriate romances restore quatity of life for American women on terins now
viewed as impossible in the US, for any notion of US citizenship in the late rwentieth
!!"toty is thus implicated with these competitive, precarious, social and economic con-ditions. In addition, definitions of American identity are increasingiy bound up with
anxieties over the loss of community, and the destruction of a viable iefinitio' oiplr...In Courun'y of Exiles: 

_Tbe 
Destrwctiotc of Ploce in Ar,met"icaru Li,fe, William Leach aiguesfor a dynamic of piacelessness as a keyfeature in conremporary US culture. As a func-tion of the preeminence of an intermodal transport system designed ro promote the

m-obility of people and goods to the detrim.rr. olhr-"n quality 5rmt, th. .-.rgerrc.
of an economy dominated by temporary modes of labor, u"a ,n. delocalization of busi-
ness, he contends that Americans now feel a powerful "neecl for continuity and stability,
and for confident a*achmenr to a place to be from,, (Leach 1999:6). The current
emphasis on temporary housing, both in the form of easily resoid generic mansions forthe executive class and mobile homes for the poor testifies to the way that ,,For many
Americans, rich or poor, the home has been reconceived to accommodate the ,ew flexi-ble patterns in work and management,, (Leach 1999: 60).

The 1990s have also seen the distinctive emergence of what Leach refers to as a neo-expatriate class-Americans who seek to make their fortunes overseas, particularly inemergent markets such as Asia and Eastern Europe. As the American Dream has goneglobal (in many ways, seeming to be most realizalle outside of US borders) the defini-tion of expatriation has undergone revision. If the dominant image of the expatriate wasonce ded to the creativity of the literary figure or artisr, it is nlw tied predominantlyto business' fu Leach argues) "In the 1990s the thrust of business, reinforced by thestate, has been toward flexibility and dissolution of place,, (Leach 1999: g5). For thoseAmerican regions, cities, and towns left by the wayside in the rush toward corporateglobalization, tourism has stepped into the treacl, as a mearls of economic rehabilitation.
By the 1990s, tourism ernployed 10 percent of the America, workforce as American citiesand towns repackaged themselves for tourist consumption, selling an ersatz definition ofplace to compensate for the destruction of their eco-nomic, poftIical, and social vitality.
^ 

In surprising ways' the tourist romances register th. ,roi.ti", produced by these newforms of rootlessness and economic competitiveness. For the reasons I,ve indicated, theirperceptions of US social problems are never presented in depth, and they 
"r. thrs b.rtunderstood by examining the strenuous efiorts made towari their correction. Forinstance, the films demonstrate that the social isolation of heroines r,vho are imprisonedby fame (Nnti.ng Hi.ll) or confined by an all-e,compassing job (Tbe Matchnooket") wtJlbe corrected by their incorporation into a warm and enveloping community of friends

and relatives when they resetde outside the US.
In some instances the films rely on the most clich6d of strategies to exposit their hero-ines' isolation, presenting them as real or implied orphans. This is the case in both Fyencb

5 It is worth pointing out that the succcss of the tourist romances supplies story icleas ro lvomen,s magazir-res.An article in the March 2000 issue of Marie claire,for instance, cirorricled th" .rp..i..,... of ser.eral expa-triate American women married to non-American men, inviting rcacler speculation ,tout *hetl-rer they wouldmake a similar choice. See Harney 2000, 7g_g6.
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10ss and only Tou,r,vhich shor,r,case heroines who have virttially no family and look ahead

to the families they will gain by marriage. Both protagonists are schoolteachers "marry-

irrgop,, to prof.r.iorr"l-*.r, (an oncoiogist a1d a.podiatrist) in arrangements drat are

iripri.itry .rrrd.r.t.rod ro connote their economic/class advancement. In the case of films

ilke The Matchmahey and Notting Hill a stark incompatibility is shorvn betr'veen u'ork

and personal life; if the heroines ol French l(lss and onl\ Tow wili advance themselves

economically through marriage, the protagonists of these films indicate an inverse case

in which successful working"u<t*.r-r ,lr.r* forgo a rewarding personal life' It should

be clear that this set of films thus maps our both dimensions of what I990s popular

cultural discourse has defined as women's dorninant lifestyle choice-to look to mar-

riage for economic providence or, if choosing a professional path, to expect to be unable

to iostarn any other qpe of reward. In the fantasy stmcfl,'e provided i^ the tourist romance'

all such problems of economics/class/social integration are made to dissolve in the

Eo.op.u. context. I(rshenblatt-Gimblett has written that "Tourists travel to actual des-

tinations to experience virtual places" (IGrshenblatt-Gimblett 1998: 9), and this insight

certainly enables us to understand better u'hy the mechanics of tourism are so colnpat-

ible with Hollyvood narrative. In the tourist romallces, a false oppositioll is posited benveen

a US social environment in rvhich women are bombarded with "tough choices" about

work and coupling as binarized categories and a Europe in which those categories are

broughtintoaclosealignmentandrenderedrrolongerproblematic.
As-I harre suggested, 

-on" 
of the most strikrng features of these texts is that, in stark

conrrasr to theisimilationist credo of earlier Hollyrvood films, they de-assimilate their

heroines. While heritage memory has tended to be eradicated by the "landscape of the

temporary,, (in Leach;s terms) and the o.going quest for economic advantage in US

c.rlto.e, ,rr. nm, function to reattach u,hite Americans to dre designated viabie irome-

Iands of Europe. As they Europeanize, they shed the constraints of American whiteness'

connecting themselves io ideologies and lifestyles the films mourn as lost r'vithi, our

own national context. In this respect \,ve can come to see how these films are part of a

broader symptomatology of late-nventieth-century whiteness which has settled into two

dominani paradigms: J.f.r-rriu.rr.., and nostalgia. Divorced from its traditional repre-

sentational moorings in a multicultural environment in u'hich r'vhiteness is less self-

evidently valuabie thal it once was, recent A.rnerican anm, as I have argued elselvhere,

manifesis a variery of signs of an emergent crisis in the once-stable and self-explanatory

definitions of whitenesslNarratives that centralize an embattled rvhite patriarch (Folling

Down ll992l, Ransowt [].9961) have proliferated in popular American film' r'vhile both

romances and male mel,odramas thematize a retreat to an idealized white hometown'

Cinematic narralives of hometou..n return have emerged (Hope Floats ll998l ar,d

Proctical Magic ll998l ) as r,vell as three recent TV fianchises fbunded on the premise,

Provitlemce, UrgSu Wi*tr* and Jwl'ging Aruy'6 Another set of American films focuses

6 In the first series, an unusually strong midseason replaccment hit tbr NBC, a thirty something rvoman aban-

dons her professional lifb in southern california to letllrn to her parents' house in Rhode Islendi in the scc

ond, a cBS show that clid not suniYe its lirst season, a thirty somcthing wonan rcturns home to rebuild

her life after a divorcc; in the third (also oI cBS) a ferrale judge's professional autl]oritf is l-reld in bounds

b,v her return to hcr r.notl-rer's house. It bears noticing that Prottidence I'ras helptrl fltrster ir tourism boom

in Nrode Island, the stare in \vhich the drama is set. A short blurb in usAToday on Aplil 2I' 2000 noted

that (Tourism experts are urging more hotels in Rhode Island, rvhcre convention business and the NBC

drama 'Providence' ere bel-rind a travel boom "
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on white ethnic communities defined by social bonds of intimacy, community, and
ethnicity as they are imagined to have exisred in the past. Exemplary in this ,.grrd 

"..omce Atownd (1991) and Polisb wedd.ing (1998), ethnic romances where the adult
heroine lives in her parents' house. These films face a ditEcuity, however, because they
so transparendy fictionalize contemporary social relations. Forced raciically to readjust
contemporary social experience to carry off their version of ethnic intimacy, such films
often feei out of kilter in ways that detract from any credible verisimiiitude. This may
account for their general failure at the box office despite their star casts.

When we turil to the tourist romances (many of them box office hits), it becomes
clear, however, that Europe has become an ideal staging ground for nostaigic fantasies
of American whiteness. In essence, these flims really reflect a displaced nostaigia. Unlike
the US-based ethnic romances, which often exhibit an anachronistic characier despite
their present-day setting, the tourist romances maintain a conremporary flavor by seim-
ing to reveal to us that the vibrant family xnd community relations of the past still exist,
awaiting our discovery, in Europe. In this way, the surface quest plot of the films facil-
itates an underlying travelogue rvhich strongly tirematizes a European past as a consumable
good. American whiteness is now r-rnderstood as an evacuated category, and the root-
Iessness of the heroines in the tourist romances reflects this. The single most important
gesture of resolution in the tourist films is that they stabilize their migratory heroines.

If in some respects this category of recent film romance might appear progressive in
that it undertakes social diagnosis, it must not be mistaken for a searching analysis of
contemporary cuiture. Rather, the films offer a conservative cuitural escape route in which
Alerican women are coupled r.uth European rnen who will .lead them out of the public
sphere. The romances resetde their heroines in ways that finally camouflage the p.oblems
that catalyzed their identity quests. One of the ways that this is accomplished is through
strong pictorial representations of an idealized harmony with nature. The .,right,, min
in such fllms are often literally and metaphorically grounded-associated with the land..
rn French Kiss, Luc teaches Kate to "read" nature in a scene in which he cues her to
identify all of the contributing flavors in a locallv produced wine. In Otoly Tou, peter
speaks of his love for trees and srates that he would be happy doing nothing for the
rest of his life but growing them, while in The Motchwalzer,sean has opted out of urban
Iife in favor of a retreat to the country. In all of the Iilms, the couples take scenic walks
togettrer-walks that seem symbolically to cement their relationship to their environment.
In The Matcl'trualzer, Marcy and Sean take a crucial walk along the sea cliffs in the Aran
Islands that seems to clinch their feelings lbr one another, while in the hit romanric
comedy l{otting Hill, protagonist pair Anna Scott (Julia Roberts) and William Thacker
(Hugh Grant) take an evening walk in the eponymous neighborhood that leacls them
to a garden retreat. \4/here they are not directly connected to land itself, the European
heroes are at ieast shown to be in a state of harmonious accord with their environment.
In Nottitog Hi.ll, Wllliam is depicted as fully a creatllre of his environmenr-mosr
evidendy in a symbolic season-transcending walk through a freshmarket in his neigh-
borhood. Although this is urban space, it is defined by flowers, fruits, and vegetables,
and various natural signs of seasonal change.

In this category of fllm, European men are distinguished by their wiilingless to take
life at a slower pace, and b), a strong sense of identity linked to their environment. If
the heroines are dispossessed at a crucial level from place-oriented community (they do
not kno\\'' where they are from) the heroes are inevitably living their lives in just the
right place. Their setdedness in contrast to the heroines' nomadism is related to their



Rottt,ance and./as tout"isuo 9l

lEerus as representatives of a social harmony that is meant to contrast distincdy with the
-nplied social chaos of contemporary American life.

Ihe tourist romance and the promise of community membership

Fantasies of long-term settlement lie at the heart of the tourist romance. As I have

indicated, the heroines are inevitably socially isolated-through romance they acquire

membership in a literal or syrnbolic farnily. ln Four Wed.tli.ngs and. a Funeral American
Carrie (Andie MacDowell) is virtually always alone as is Anna in ){otting Hill, whlle in
both fiims British Hugh Grant is incessantly surrounded b), a close-knit group of friends.
In We Matchmnher Sean woos Marcy rvith a song whose lyrics impiy the prornise of
L-ommunity membership, "Won't you stay, stay a while with your own onesf "

The films' EuropeansT are depicted as understanding and honoring the rules of
community membership in contrast to a US public sphere in which competition has

arpplanted community. This is vividly conveyed in The Matchtnaleer when Marcy (with
Se assistance of the residents of the small Irish town of Ballyna Gra) stages an obscene

mbleau of rural Irish life for her American politician employer that satirizes US
definitions of Irish community. By now an insider, Marcy is able to author a scene that
reflects her newfound knowledge of the distinction between audrentic and fabricated
community and legitimately reproach her employer for his desire to manufacture Irish
roots for US political gain. Marcy's incorporation into the community is possible

because she refuses to exploit it.
Ilumane local authorities are often key accessory figures in the tourist films, and they

trequendy act to r.alidate the heroine's emotional agenda. In Only TouFatrh's assimila-

tion into European ethnicity is tellingly signaled by dre contrasting outcomes of two
hasty searches in airports at the beginning and end of the fiIm. Early on, as Faith bolts
through an American airport in her wedding dress hoping to intercept the man she believes

she's fated to marrT before he boards his plane, she is represented as an object of scmtiny,
and the subject of bemused gazes drroughout the airport. It is clear that her execution
of an emotional agenda in public space is bewilderingly inappropriate to those around
her. Making it to the gate, she attempts to explain herself to the American Airlines per-
sonnel, who call security when Faith asks them to call the plane back to the gate. The
moment is paralleled and corrected at the conclusion as Faith runs to stop another plane

&om leaving in the Rome airport (this one carries the man coded as "right" for Faith).
In this cultural context, intense emotional expressiveness is not seen as aberrant. This
time Faith is significantly able to communicate her emotional agenda to the sympathetic
Aiitalia staffwho drop everything to assist her when they understand what is at stake.

The film concludes as the closed jetway is reopened for Faith, who reunites with the
hero aboard thc planc.

Just as the films fantasize hospitable natives as accessories to romance, and a social

environment that is uniquely accommodating to the needs and desires of the heroine,
rhey also depict a communal interest in and agreement to the burgeoning romance. This
communal interest is most clearly expressed in the endings of the films which charac-

teristically assemble a group of the hero's native friends to bring the couple together

7 Such characters ue frequendy played by a small group of actors whose European identities have become

archetypal over the course oftheir careers (Hugh Grant, Jean Reno, Kristen Scott Thomas, etc.).
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(dris occurs in The Mntchnoaleer and Notting Hill) or nominate a local representative to
do so (Luc's police detective friend plays this role in Ft ench /(zss). These characters, whether
operating collectively or individually, assist the films in bearing witness to the fact thar
dre onset of modernity has not precipitated the dissolution of community cohesiveness.s
Emphaticallv insisting upon the authenticity of their locarions, the films employ travel-
ogue aesthetics and fetishistic camerawork to produce a deep and resonant vision of place
that effectively compensates for a contemporary sense of American placelessness.e

It seems likeiy that the tourist fiims' vision of an intense European "placefulness"
represents another category of response to the crisis of place discussed by William
Leach. Recent American emphasis on r.arious forms of a domestic landscape of nostalgia
(commercially reconstructed colonial towns) the emergence of the highly ornamental
postmodern Victorian as a major model for the high-end American home, and the inyen-
tion of an entire Disney town, Celebration, Florida) attests to a u,idespread desire to
simulate the physical and social models of the past. In the tourist romance, intensely
romanticized public spaces correct for the culture of retreat that prevails in the late nven-
tieth century US. Symboiically reconciled are the desire for privacy and the desire for
communal membership. In Nott'ing Hill (a film whose narrative strategies I discuss more
ful\. in the next section), Anna and william's romance is linked significantly to a
communal garden symbolic of the European urban paradise that is the staging ground
for coupling. Yet, the communal gardens, the defining feature of the Notting Hill neigh-
borhood, according to one recent article, are (despite their name), limited access only:

It is the communal gardens that make the houses in these streets so special. London
is famous for its garden squares, but the Notting Hiil gardens are different.
Sandwiched in the gaps between Lhe terraces, many of these communal gardens are
only glimpsed from the road with access solely through the houses themselves.

(Masey 1999)

The Very Thought of 'fou (1999) hvstericizes the fbrmula fbr the tourist romance. I{ere a romance between
a British man and an American woman inteffLrpts the lifelong bonds of a male fi.iendship group and the
desirabiJity of the Amcrican woman is represented as such that three British mcn vie for her atrentiols. This
film lcaves its central couple ir-r national limbo, l-reading on a plane lor Iceland, rather than comfor.tably
establishing a lift togetl-rer in Europe. In a notable departure from the notions of communir,v that structlrre
the other filn-rs, herc the European cl-raracters are cast in largely competitive and dysfur-rctional terms rather
than supportive ones.

Ir-r this regard, it would be interesting to consider Before Sunrise, another tourist romance, but one quitc
different in tone from such fihns as French 1(zss and Only Tou. A somber meditation on the transitory nalure
of human connection, tl-re lilm derives its patl-ros ilr part from the fact that neither merlber olthe protag
onist couplc (Celine, a Frenchu.oman, and ]esse, an American) can sray on in the location in which the1.
have come together. The film sin-rpl1. chx11s rhe conversation and growing intimacy of the couple during
one night in Menna. (Jesse is to fly home in the morning, bringing to an end a failcd r.acation l-re had begun
to visit his American girllriend in Madrid; Celine is evt ylute from a visit to her grandmother in Budapest
back to Paris). T1-re film solidifies our tourist sensibility in a closir-rg montage that takes place after the cou-
ple's departure. Here, the camera rcvisits manv of the locations tl'rrough wl-rich Celine and lesse traveled,
mourning their absence on one level, but also inscribing the landscape with a powerful, plcasurable nostal-
gia. Through its deviations florn the narrative palacligm ol the expatriate rornance, Before Swnrise rnd3r-
scores dre importance of a local figure to the romancc flormula.
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The somatic subtext of the tourist romance: Noning Hill
-\s I have sr.iggested, the contemporarfr tourist romance is devoted to generating ne\\r

national contexts that resolve the contradictions and dilemmas of "normative" contemporary

-\merican femininitl,. This mode of redemptiye toLlrism proposes deliverance fiom the
economic and sexual dynamics of US cultr,rre. Yet in its search fbr more stable ground
ibr fbmale identifir, dris new narrative paradigm focuses continualllr on the status of the
bod.v and the fi1ms' criteria for evaluation are consistently tied to consen,ative, collslurlcr-
oriented somatic definitions. Consequently, the films in this category evaluate women's
bodies in travel and probe the connection ofthe body to food, to clothing, to sex, etc.
Indeed, a preocclrpation runs through the films with somatic versions of national sta-
ti-rs as the American female bod,v is rendered hysterical (via traces of slapstick cornedy
rn French l(Ln and Only Tou) or neurotic, or simpl,v problematic (the potentialll, unrull,
body of Jeaneane Garofolo senes this lunction in The Mntchucoker)r0 irr contrast to the
European body n1 ease with itself-. Vital to these filn-rs' presentation of cultural contrast
is their assumption that the European body retains a close bond r,r,ith the realm of
dre natural, communing easily yi$ dre landscape, with animals, urith food, etc., rvhile the
lmerican bod,v's relationship with the natural is seem to be disrupted or severed in some
l'ay. The establishment of a romance involves the correction of this d),sfunctional rela-
tion to the natural realm. These preoccupations are clevclopcd most fully in Notting Hill
tFig. 4.1), in r,vhich Julia Roberts'Anna, a major American film star u,ho clearl1. resem-
bles the actress herself, is defined bv her exclusion frorn the rvarm modes of communitl,
enjoyed bv William, a travel bookstore owner whose placement in a rl,arm coterie of
fi'iends, and easy, settled relationship to place, are his defining traits. The fi1m deeplr,
tbtishizes the pleasures of a geographically defined home, and invests Notting Hill (a

suburb of West London) u.ith an enormous amolrnt of narrative po\\rer as a source of
stabiiity. William experiences no disjunctr-rre betrveen life and lyork; this is qrmbolically
commturicated by the fi.ct that he lir..es nearly across the street from his r,r,orlplace. Notting
Hill's thematics of refuge l,ork in such a \\,-ay as also to shou.case the comrnunal garden
("the1r'ps like little r.illages," says Wiiliam) in rvhich there is a u,ooden bench inscribed
bi, a long-time husband to his deceased u,ifb.

lIcre, as in manv of the other films in this category, the heroine's discoverl, of home-
Iand involves a reoriented relationship to food. Comfbrt food is a particularly irnportant
element in creating the ground fbr the fiction. In Notting Hill, William is continually
associated with comfort foods of various krnds-in the film's first scene he enters his
apartment to make toast. lle meets Anna briefly in his bookstore and then shortllr lfisr
they mssl again r,r,hen he inadvertently spills a glass of orange juice on her in the street.
On their first date to a dinner parry celebrating his sister's birthday (in a scene of remark-
trble expository efficiency) a final bror,,,nie is vied lbr by thc guests u,ho explain in turn
$hir d1s, most desenre the morsel of comfbrt fbod. Anna recounts not the stresses and
strains of her job, but instead makes a speech lrrhose primary focr-rs is on the status of

10 A brief scenc tt Tlto Motchru.nher, in r.r.hicl-r Garofalo's Marcv (l-raving hurt her anlde) is carried into a pub
by Sean, gives risc to thc onl1, overt anxietv expressed about -N{arcy's bodf'. A pub patron turns to Sea.n

and says, "She looks t hs;1vy carrvl" to rvhich Scan replies "No, sure no." (iaroirlo, u'hose bocly fails to
confbrm to Holllm,ood mandates of size and slirlncss, hacl becr.r earlier i,ividl,v contrastcd u,ith LJma Thunnan
in a romancc cntirciy centered around bodv anxiety, 7zr: Truth Abowt Cats on.d Do11s (1996).
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Figut'e 4'l Hugh Grant anci ]'iia Roberts ,,-t Notting Hill (polygramFilmed Entertainmenr1999). Courtesy of the I(obal Collecrio,.,o 
^-'-. \^v1)brdrlr

her body, speaking of her plastic surgeries and telling the group, ..I,ve been on a dietevery day since I was rineteen, whici basicaily -.rrrrt,rr. 
"u..Jir,rngry 

fbr a decade.,,
,---Y: -"rr lefT ICng (Alec Baldwi,), Arrrrrl, calrow American -.r.,,r. ,,., bovfriend in.rust one scene but it is enough for Lls to grean understa,di,g 

"f-il';;r;'ilril;:of those industrial and cuituril ro..", trr.t-police Anna,s r"ra"ir,"r*. In contrast to thetime spent together by.Anna and william, i,iro ,.. seen comfortably eatrng together onseveral occasions, the dystunctio,rs of A_n n,. ;.i;r;;;;;;;';:;,..e indicated by hisadmonishinent ro her "not ro overdo ir,;;; h.. ;;;^;;i;; ;;.., because ,.r don,t$'ant people saying tirere goes that fhmous actor with the big fat girl1iiend.,, His American-ness is underscored in his room serr,ice o.d.. tb. cold r,viter .:;;:: it,s illegal here toserve water above room telnperatlrre.,, The distinctive .or. 
"pp.rr*.. by Rober-ts, America'

h"J,l,.::L.",ffi:: "J;,::il*., .o r,.. ,,*? .., ,". _;Ll ;;;-Jistar.i,,g wiriam ror
The film's obsessive subtexr about bodies and foodir is brought flin circle in thecharacter of Berla, winiam's .tor. r.i.,J rJ former gi.ifii.;;. ;?iir,, body has beendamaged (she has s,fferecr pararysis n, , r.rrli of a, aci-ide',.il fir; leaves myster-ious)yet she is nurtured and cared tor by 

^ 
1"";; partner. The film gives us to understanclthat even lacking an ideal body, she ;r^; varue. The ,r.* ,irror.l context is thus

ll Notting /{i//'s obsessi'c oreoccupation with food runs decper than I have room (or necessity) to indicate

book ror r"a.i uy i"u,,,g 1,.. it rbatures 
",, ";;;;';T,F':.,"i#fn:,Jjiln:i,:*,,tU.rJ;i:

announces that he's "going into the kitchcn ,o g., .orr'r. food. Then I,ll tcll yo, a story that will makeyour barrs shrink to the size of raisinr." s.p"r",.ji"- ar1 later in the film, Mniam is intror,ced ro aseries of wo,ren in flrrn who 
"r" ^.*positei 

,r.r,1 
"*.roriu.iy i, ,.r-, oi-rr,i. r.i"oorrr1'ip to food anddri,k' The excessive exuberance of one woman is indicatcd by her invitation ,. wii["- to ,,get 

sroshed,,,the rigidiw of a second is communicated by her blunt a.,ouncernent that she is a ..fiuitarian,,, 
and thea*racdve pragmatism of a third is revealed ilu rr., rr"rrr. assessmenr of the dinner she is scrwed.
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associatedwithalternativedefinitionsoffemininitythatarenotsimplvandexclusively
oriented around th" id;'; ioav' In this 4ffi1 i'i'-i'!ui:i;'an established

contrast between tht i;';; 'itt'of 
body ffi.ttdo" ",d 

Europe as a place in which

$romen enjoy an t"'r, 'JtitjJutio'1'r'ip'tt 
#;;; "' o"t'o"utta somatic identiry'"

The film's ending, in which a Pregnant At";;;.;t with William in the communal

earden, implies tr'"t a"'1' r'ut g"i'-tta '"1n"ti;t;;;t;i 
i" 

" 
tuy that contrasts with the

iublic ownerrnip orr-,e, uoJv ,J,ri., regulnrion "iai., 
in ser""ici oFthe body that is pro-

i.essionally required, Jil:lJ:;rr. ,]-,?rrrn ,n.'pfuri.r.t.t.of n*de phorographs' etc')

and an unreality a.n r"Ji.r ,.iution to am".i.ui !.ftUtit' culture (as Anna tells William

*Fame isn,t real"). rn1i, .or-rrr..tion' bet*"t'l^;;tti;" or stiti'kt utooianism and food'

Notting Hi,ll thlsglu.,-.Ja",1ce of the *"v..n,i i"".asies of tt,. g,"tifi.a body stand

lYi##H.',':#ni:::U:;1.#:';i:::#ff"f H:TJ:ffiffi svs,emisw'rk

ine the wav that it th;;i;'^F;; "t"" "-'ia#;;fit;' 
one need onlY turn to 1999's

Rlo*r**v Bri'de wheie-;; l;;';;;llv "all'o-t'J-titr't" method of closure leads

strangers to cheer ""Jtotrpf""-o.:'o?tut:.o" 
tt" street-at the news that the protago-

nist pair has finally "i.n"'i*",.13 
In this dt#r;;;;uu" tottght to show that' despite

its enduring id""l"gi;;;;;en'adsm' the genre of contemporary romance has never-

theless given rise to an interesting permutai." 'n"' 
disti'cily fails the confidence test'

The ,,expatriua. ."-""..1i "." ""in.a 
in their commitment to staging coupling outside

of uS borde., *t.ogffi ,il [..rrrr. "lrhi; 
.h.y g"r..r.. at (although perhaps not as

tully as one might *illii;ri-O;;;". "f 
.""*-i,o-rary American social and economrc

structures that has 
'*t"ly 

b"t'-' seen in the genre'

FilmograPhY

TitlesareaccompaniedbytheyearofUSrelease,andthecountryinwhichthemajor
part of the action is set'

Br{ore Sunyisr t I995. Ausrria)

Ti, m^rtlt*aker t1997 ' lreland)

OnlY Tou 11994' ItalY )

Freich l(iss (1995' France)

SabY'inn (1995, France)

Steolong BenutY (1996' ItalY)

;;;;{trp, Wonievtand' (r998' United States)

Norring'Hill (1999 ^ Britain)

Fowt'Wed'd''ings ond a Funet'al 11994' Britain)

sllrtrY Voleiine (1989' Greece)

Local Hero (1983, Scotland)

Tokyo PoP ( l9B8' JaPan)

12InSusanBordo,susefirldiscussionoftheEuropeanStereotyPesatwork^in.iFibreThindietpillcommer-
cial she details how.,a nletapho. of Er.op.r,.P:#;;.;;;',it;ur' *ttrxs,a means olreprcsentir.rg that

enviable and truly foreign .other': rhe woman 
".H;;Jit 

n1*av ordinary' who can take it or leave

,, 5;:Hf ]'Jj;t'lll'"""e reading or the mm's concruskn ',,"f: '-':it^"j':'f;:JffT:::::1;:iil:T
is reallv tied to tnt iltt'ti-l* tn" sing[ womar's potential challenge to paffrarc
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