CHAPTER FIVE

The Sissy Boy, the Fat
Ladies, and the Dykes

Queerness and/as Gender ip
Pee-wee’s World

n all the things I've read or heard about Pee-wee Her-

man, his shows, and his films, only two commentators
even begin to consider the specifically queer gender dynamics cen-
tered around Pee-wee/Paul Reubens. Bryan Bruce, in “Pee Wee Her-
man: The Homosexual Subtext,” is right on target when he says, “The
most exciting aspect of Pee Wee Herman, so far, remains his role as
vindicator of the sissies,” adding elsewhere that Pee-wee tends to
“undercut masculinity . . . by feminizing it.”* “The Mail-Lady,” the
first section of lan Balfour’s “The Playhouse of the Signifier: Reading
Pee-wee Herman,” toys with, but never directly engages, the idea that
Pee-wee’s gay sexuality (and the queerness of other characters) might
be spoken through gender. Consider this pair of quotations, which fol-

low each other early in the article:

For Pee-wee’s mail man is a “mail-lady,” a phrase that—given the
overdeterminations encoded by the sexual hijinks on the show—takes
on an added resonance: the male-lady. And, indeed, the phrase the
“mail-lady” can be switched into its converse, the lady-male, faster
than one can change channels by remote.

It doesn’t take very long to recognize the gay subtext, inu?rtext, or
just plain text of the Pee-wee episodes, most clearly legible in the.
figure of Jambi, the drag queen genie adorned with a turban, flaming

red lipstick, and a single earring.”

Here ang elsewhere, Balfour is on the verge of linking the show:s
gender destabilization with queerness (or is that linking 'h‘? sho.ws
Queerness tq gender destabilization?), but he can’t seem to bring h.lm'
self to do j¢ explicitly. To be fair, Balfour’s reluctance Pmbabbt:ll]n :}:
"™ an attempt to avoid stereotypically aligning gayness i o
®Minine/effeminate and lesbianism with the masculine/butch. In any
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the word “gay 18 dropped‘, and the «
t page’the suggestive’ jnr:luend().llke appro
f:)r e h heteroce.ntrlst not{ons of Crog
. homosexuali 1}3, alfour seems to wish to avoid:
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ajl.
ach
Lady” section © S-gen.
spe&kin g jon that :
der identificatl erks up to advise the lz’oys and gll‘l.s that ReXt i,
He [Pee-weel tho0 Do e “part-time boy.” The part.time boy is, o¢
he will tell the Storyd this phrase too has to be ur}derstood in mq
course, P ee-wee'p::t-time boy, because Pee-wee > Part-time angd
than one se.nse:f only in his most hysterical and hlsmf’mc Momepy
part-time girl, i boy because the other part of the time Pee-Wee is

But also part-timé
something like a man.

; specifically gay cultural-historical cor‘l‘text to clarify
Without a alI;" ur’s parallel between Pee-wee as 3 hystericaj ang
thing.s }fef;e, B] Od Pee-wee as “something like a man” ¢ap, only pe
histrionic g:rma:’]on of two heterosexist standards aboyt 82y men; )
::ad :rseasrce:e :ming queens/woman wannabes, and 2 they are Jog
chxZ/something other than “real” (read: heterosexual) men. Given
this, it’s no surprise that the only appearance of th‘? :ford 8ay” in the
article is connected to Jambi (“the drag queen genie”) and mey, wear-
ing lipstick (“Jambi . . . is one of the few male characters ¢y televi-
sion to wear lipstick, and Pee-wee may be the only other one”) *
Having said this, I still think Balfour’s initially suggestive Juxtapo-
sition of gender (mail-lady/lady-male) and (homo)sexuality (implicitly
lesbian/more explictly gay) is an important one to work with in djs.
cussing Pee-wee and his texts. | will carry out this discussion withiy
a particular queer context: that of the feminine gay man. Even more
specifically, this reading of Pee-wee and his texts will be influenced
by the positions of, and discourses surrounding, feminine gay men

1960s—a cultura] and historical heritage Pay] Reubens and thou-
sands of gay men share 5
In this light, Pee-wee’s queerness needs to he analyzed in relation
o ren-popular understandjng of homosexuality as always a case
of gender inversion, where gender s Patriarchally heterosexualized
;m tjithe ol o le§bian IS put in the cultural position of a substitute for
p:itiz: ::f :;::01' lmitation‘ of) the OPposite gender. Connected to this
nated ey, Eogiral r(?mf‘“'%!nent of rigid gender roles that suPOf'
also imp, Ziking geogidered “Womanly” and “feminine.” But it is
R, Ban rta.nt to recal.l tl.zat the articulation of Pee-wee’s gender po-
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and negotiated within, queer gender discourses of the 1
s momt = 980
1990s.® That is, in Pee-wee's world gender is often reconceplu:liaz‘;g

eerness as much as queerness ;
:J}:)r::lg:llilught cross-gender Pos?tli‘ons. 0 through Badb
[n “The Cabinet of. Dr. Pee-wee: Consumerism and Sexual Te »
Constance Penley points out that “the periods, styles and ob-e:lmr, .
Pec-wee’s Playhouse] are, of course, not arbitrarily chosen: thje l!: s
peen selected for parodic recycling because they have their orj yina‘:'e
what must have been the childhood and adolescence of the ‘rea%’ P?em
wee Herman, the thirty-five-year-old Paul Reubens.”” I would add t:;
this that the attitudes to gender and sexuality (and the relationshi
between the two) that Pee-wee and his texts express also “have their:-
origins in what must have been the childhood and adolescence” of Rey-
bens. The popular press has often called Pee-wee “thirty-five (or 80)
going on ten,” and it is within this complex and often contradictory
attempt to work alternately or simultaneously with(in) the past (child-
hood; the 1950s and 1960s; pre-Stonewall) and the present (adult-
hood; the 1980s and 1990s; post-Stonewall) that Reubens, through
Pee-wee, expresses his “sissy boy” and feminine gay worldview.
Given this postmodern time warp, it is often difficult to form clear-cut
political readings for Reubens’s queer deployment of gender in Pee-
wee’s universe. Frequently the most conventional codes of queerness
as heterosexualized cross-gender identification will be juxtaposed or
will coexist with more progressive queer reworkings of the masculine

and the feminine.®
Of course, the possibility of reading the Pee-wee texts’ presentation

of queerness and/as gender in a camp register makes coming to an
ideological bottom line even trickier. Penley finds that Reubens is
relatively evenhanded in his uses of camp in order to have “subver-
sive fun” with gender and sexuality: if Miss Yvonne becomes “the
Burlesque Queen of camp theatre, her femininity exaggerated into a
parody of itself,” then Pee-wee’s feminine gay persona is campily
coded through his “mincing step, affected gestures, exaggerated
speech, obvious makeup and extreme fastidiousness.” If this is the
case, then camp’s impulse to “satirize and celebrate,” which Penley
Points out, might bring us to wonder just what about gender and sex-
uality is being satirized or celebrated in Pee-wee’s world—and wh)".
If Miss Yvonne’s character is a parody of a caricature, is Pee-wee’s
“mincing” fag the same? Or are they both celebrations of these (ste-
reo)types? Perhaps the answer to these questions depends upon the
gender and sexuality agendas of the camp reader, as well as the par-
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ticular example of camp she/f’le 18 faced with, . Xy,
difficult to read Miss Yvonne’s camp pﬂI‘Of]y of ¢o vem? are
1960s femininity in exactly th.e same way | Interprey Pee.\:nu,l 1950"
comment on the codes of femmm? Bayness, Wi i ! e-e?%np
ular notions of gender and se:‘xuahty, Pee-wee'g c A, "y
to function for many queer viewers as an affirmation
havior, and attitude of the f.em?nme gay.

In “The Incredible Shrinking He!r]man; Male A
Male Body, and Film,” Tar?ia Modleski placeg Pee"wee’s b :llon,‘ e
the context of postmodermsm—a:fld then condempg both ¢ Ir)nwllhi,,
postmodernism for their attem}?ts to escape accountahy);, yrp] u
on the alibi of the figurative —indeed on the alib; of the alih ne Ving
is what it seems or where it seems; ‘n.othing is taken Seriouly »lo ing
lating all this to our culture’§ tradition of Tegressive myql, “CSCapi:
fantasy —even if its function is to Serve as a cover story for g }; b,
gay text,” Modleski finds that “insofar as Pee-wee cay Bt
woman’ and at the same time revile through comjc eXaggeratoy
very traits that constitute ‘womanliness,’ he reveals hoy the desire 1,
appropriate and the need to denigrate can easily coexist i male gy,
tudes towards femininity.”!! [ first Separating, thep conflatiny
straight men and gay men in this section of her essay, Modleski doeq
her otherwise provocative argument (as well as gay men) a disseryjce.

TePresents an expression of gay femininity, less “reviles . .+ . Womarn-
liness” as some sort of essentja] Category than reviles traditional att-
tudes toward its cultura] Constructions and surfaces. In saying this, |
don’t want to suggest that all instances of gender representation and
gender play ip Pee-wee’s worlq are free of misogyny. Nor do I want [0

iz Tlore excusable, 12 What I do want to call for here in relation
S8 i.ssue O,f misogyny in Pee-wee texts, and in other forms of g8/
:l_‘::g t(.lncludmg drag/female impersonation), is a more careful CZ:;

Sholthe Particular 8ay contexts in which this camp (POStf" :
» s well as the Possibility of variant audien’

readings of thes X ' e
3e Particulqy texts’ uses of camp in relation to g

and sexuality, !
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But aside from Bryan Bruce’s article, most academ;j
.. about Pee-wee Herman has foregroundeq gende
1 trist manner. That is, these articles j
Releroce s o . " set up straighy
o and straight women as t}ie ultimate reference points f gn
e lysis of gender because their authors don’t seriously 55 0; their
anzsjbilit)’ that the gayness, lesbianism, and bisexualit nsider the
;mage and texts rnight be crucial to t}iat destabilization
hey're all so excited ebout. If anything, I tone and cop-
iext of Pee-wee and his world that allow for, and encourage, most of
the gender confusion and reconceptualization. When
Joes enter the discussion in these articles, it is usuall
questioning, or being suggestively vague about, Pee
ual orientation (anything to keep from acknowledging he is fundamen-
rally a gay boy-man), or of acknowledging the character’s and a text’s
ayness at one point only to render explicit gayness invisible again at
another (the Balfour article), or to downplay its Importance (the Pen-
ley article: “Perhaps too much has been made of the homosexual sub-
text in Pee-wee’s Playhouse”).'* Investigating how differences in sex-
ualities are culturally gendered from childhood, and how, therefore,
the gender play in Pee-wee’s world is inextricably bound up in the
play of queerness across its characters and texts seems not to be on
most commentators’ critical agendas.'®
To return to an earlier point for the moment, while the Playhouse,
its inhabitants, and its visitors attempt to recreate a 1950s-1960s
sissy boy’s perceptions and fantasies, we can’t forget that Pee-wee is
the 1980s creation of an adult gay man, Paul Reubens. This being the
case, Pee-wee and other Reubens creations might also be considered
against the backdrop of queer attitudes, politics, and styles that de-
veloped between the 1950s and the 1980s. As a feminine gay, Reu-
bens might decide to have lots of athletic, traditionally masculine-
looking men as Pee-wee’s “friends”: Tito, the lifeguard; Cowboy
Curtis; Ricardo, the soccer player; Mickey, the weightlifting escapel(é
convict; Captain Carl, the ship’s skipper; a Marine Corps chorus.
But if these men are coded as (stereo)typically butch in an “old-fash-
ioned” gay way, they are simultaneously presented as soft and pretty
(as gay “boy toys” or boyfriends).'” And while many of these men are
erotically displayed as ethnic exotics, and therefore as regressively
racist examples of “forbidden” sexual desires, when they speak and
Nteract with Pee-wee they seem as friendly and familiar as the mul-

Uracial cast of men on Sesame Street.

¢ and Popular
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s 1950s sissy boy can’t, however, take dire,
l;;ee;wl‘:utch-]ooking men; 80, 83 many feminine gay
3“ e(Sor have felt culturally compelled to do), he Usually o

onée

his desire for them by using women :S o orotle l:ep l.esefltativess
.. ond. Reubens creates women c 8r80ter5~*Mlss Yvon T
t}'us eﬂb’t also Mrs. Rene, Mrs. Steve, and Winnje the sch, l’ €3pe.
.cxag}.” 7121)p Pee-wee—who can verbalize and act oy Pee.: le’acher
;?res.lél{s Yet these women are (stereo)typed b.y certain exCesse:e :h' e
might be explained as part.of an overdete.rmmed coding of Pee~we l,ch
Reubens’s hidden and projected gay desue's. These marj o e's/
could also be the result of a sissy boy’s/feminine 8ay man’s |
relationship with the gender he recognizes his affinitjeg with
while he feels restricted by conventional straight definitj()ns of‘i\}’]en
gender. Reubens/Pee-wee is the sissy boy/feminine 8ay man yho |, at
enjoys and resents his connection with women. This Position jg , ‘:’th
more intensely held for having been developed in a period sych, & t;:n
1950s and the 1960s in the United States, when gender wag y; id]e
heterosexualized and publicly defined in a manner that attemptegd t}’
keep women second-class citizens. 2
The sissy boy/feminine gay man knows he’s not like mep o
“masculine,” in the way it is defined by straight Ppatriarcha) CUI,ture
But to be told by that same culture that he is, therefore, like 5 ¥eiian;
Is heterosexually “feminine” and that he fu A =
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-size-fits-a]]” approach to male
mploy when critiquing Paul Reu-
IS not very sensitive to how the
Patriarchy has been constructed
and the “feminine.” Certain things
€Is might be misogynistic, but, &
e Sidfir more carefully how t.hese in-
ological 4 : y of a dlstmctly gay variety, with com-

d culturg) foundations of its own, per
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haps moTe comparable to straight women’s miso
straight men.

So, in Pee-wee’s world, Miss Yvonne has

hair” and is a vain hyper-1950s feminine type. Mrs. Steve and Mrs
Rene are food-obsessed and fat. The schoolt :

: eacher progresses from
peing an extra-nice and prim 1960s blonde girl-next-door to becoming
the lover of an entire troupe of Italian acrobats who are brothers. But
- while these excessive women may express P

. ee-wee’s/Reubens’s gay
desires (Miss Yvonne, Winnie, sometimes Mrs. Rene as man-eaters)

or his sexual frustrations (Mrs. Rene, Mrs. Steve as overeaters), thes
women are not passive tokens of homosocial or erotic exchange b
tween men. Their energy and aggressiveness parallel Pee
peractivity, and they all stand in contrast to the rather bl
antness of the male sex objects on the show. These wo
much counterparts to, and examples for, the closeted Pee-wee as they
are unwitting shills for him. For every moment when Pee-wee does
something like cutting in on Miss Yvonne in order to dance with Tito,
there is another like the one in which he watches Miss Yvonne in-
tently as she seduces the Conky repairman (or some other hunk) with
lines such as “Is that a wrench in your pocket?” and then provides the

camera/audience with a sly, knowing, and approving look after Miss
Yvonne has made a successful pickup.

gyny than to that of

the “biggest [bouffant]

e
e
-wee’s hy-
and pleas-
men are as

At least some of these excessive women can also be read in specif-
ically adult gay culture terms as one half of a classic team: feminine
gay man and “fag hag,” or, to use a more recent term, “fag moll” (al-
though I prefer “women friends of gay men”). In its stereotypical form
this pair consists of a thin, witty-bitchy, stylish man and a fat and/or
flashily dressed and made-up woman, who often appears to be emu-

lating the look of drag queens rather than that of conventional straight
feminine glamour. Indeed, fag moll Mrs. Steve can be read as a drag
queen—at least one commentator dubbed her “the Divine stand-
in.”*? As fag molls, Mrs. Steve, Mrs. Rene, Miss Yvonne, and even
the Cowntess often receive the cruel and bitchy end of Pee-wee's
schtick, with fat jokes, vanity jokes, and sexual double entendres
aplenty at their expense.?° Even seeing Pee-wee as “one of the girls”
doesn’t help matters in these cases—it only makes certain moments
on the television shows and specials seem like queer remakes of The
Women, with a different feminine gay man (Paul Reubens rather than

George Cukor or R. W. Fassbinder) directing as well as participating
in the action, 2!
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unterpoint, however, there are
For balaflccea:i:;e L x}, women characters, inclu:;;y exa"nuq
of Pee-we‘;dsrs‘ Rene and Miss Yvonne on the telev,'sl-on n :
ﬁf)ns th!:;;e o eso in Pee-wee’s Big Adventure serve o, p = ang
Slmoned ubles, representing parallels to his gay femininity °°“'e¢’3
femalee0 e ’his wish to Miss Yvonne (on The Pee.,, ee\ 2 Whe
Shom by ssking Jambi to make Captain Car really i e
when Pee-wee leaves Mrs. Rene in charge of the Pla)'hOUse i
goes “camping” with Cowboy curtls, ongrhien Pf:“e-Wee and Simon .
e o largez ;nodel dinosaur, share thejr dreams, s 'e:iiiz
they are soulmates. These and ot.her examples of Pee-wee
women characters bonding and doubling are generally Worked wand
moments of gay femininity connecting with strajght femininity m:has
than as moments in which heterocentrist notions of gayn o
itation of straight femaleness are being evoked. The much-cjgeq . .
sode in which Pee-wee plays Miss Yvonne on a Practice da, ;pll
Cowboy Curtis stands as an excellent illustration of the type of
straight cross-gender positioning Pee-wee usually refuses ¢, accept,
Initially reluctant to substitute for Miss Yvonne in a date rel,
staged by the Cowntess, Pee-wee reluctantly gives in, byt Temains yp.
comfortable until he begins a camp parody of the traditional straighy
female position. When the Cowntess urges Curtis to kiss Pee-wee for
the grand finale, Pee-wee stops the proceedings. While it js possible
to read this scene as an (unsuccessful) attempt to establish Pee-wee’s

heterosexual credentials, seen queerly this moment reveals that gay
Pee-wee doesn’t want tob

eSSasanim_

: t of arrested development and involvles]
mature’ object choice, woman,” she pro-

a heterocentrisg manner. **> Modleski’s ul
be that the Statements about Pee-wee's
hat Pee.yq ,8se¢zl ou‘t” by girls-women might be ho-
“ligh 5 i T€jection of girls-women is let off the
dems Pee-y, & e.ar ted Commentary. Finally, Modleski con-
fttitude , o & with £f11 other litt]e boy-men: “this dismissive
and reyeglq comemgr:‘:ﬂt with the misogyny of patriarchal ideology
masculinjty. »24p or femaleg f reud saw as characteristic of o™
fom thjg Position, jt might not occur 1
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e the heterocentrist
e c‘ritiques that Pee.
ly 1§n’t Interested in
mantically or sexually
€m on these counts); j
eral rejection and dis-

sions behind assertions in the articles sh
sump . . another sort of boy, one who simp
w:ee »25 [t is one thing to say Pee-wee isn’t ro
; e girls-women (or that he rejects th
ther to have this represent a gen

yodleskd 10 question and more carefully examin
85

‘s

intere
; jte ano

ls'ssal of women. :

But this is just wl'.nat is done in Modleski’s critical discussjon f

Pee-wee, 85 much e the work of others she cites (Balfour, Penley())
i sissy boy/feminine gay man., Pee-wee might not be sexually in:
erested in girls-women, but he is certainly very interested in them
in many other ways that cannot be called “dismissive” or
umisogynistic” —he’s interested in them as friends. To briefly bring in
the example of a similar heterocentrist take on another Playhouse
character, Balfour argues that there is one “exceptional moment” on
the series in which Jambi seems to become “the stereotypical mascu-
linist male.” This is when “against all expectations, Jambj chooses to
have a female genie head as his companion.”® Given Jambi’s char-
acter as feminine gay, this moment is hardly atypical: Jambi wishes to
have a girl friend, not a girlfriend. With their fixation on sex as the
primary bond between men and women, heterocentrist positions and
readings constantly attempt to recast the relationships (real and rep-
resentational) between women and gay men in terms of sexual antag-
onism. By these terms, gay men hate and dismiss women because
they don’t want to have sex with them, or jealously want to be women,
or covet their men.

Besides his straight women friends, another group of women im-
portant to defining Pee-wee’s sissy boy/feminine gay position, as well
as central to establishing the general queerness of Pee-wee’s world,
are the tomboys/dykes. Not surprisingly, this group has been almost
totally unacknowledged in discussions of Pee-wee Herman texts.
Aside from John Goss’s short film “Qut’takes (1990, which “outs”
Dixie as a dyke), and the occasional informal conversation, lesl?iz.ms
seem to be invisible to most people looking at Pee-wee’s television
_shOWs and the films. Taken together, these dykes represent further
illustration of the mediation between 1950s-1960s and 1980s-1990s
Styles and attitudes typical of Reubens’s work: the codes of butch-as-
eterosexualized male and femme-as—heterosexualized fefnale meet(i
and often mingle with, more queerly gendered looks, atntudes,dall:e
haviors, including lesbian-butch and lesbian-femme- Often, Y,s/
“laracters coded as butch are used as counterparts to ol

89
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Reubens’s feminine gay pers?nality: Reba the il
the cabdriver, Herman Hattie (The Pee-wee Hel'man Sb 8 )y, Dixie
oy

-wee’s Big Adventure), and k. (. la by
Marge (Pee-wee's : ng (Peg., " Lay
house Christmas Special).>” Whether you read thege bufic:::s PIay?

erosexually masculinized or queerly masculjne often ge, % hey
the episode, the scene, the moment, and tl?e Spectator, Upay

Most often, however, the straight masculine codes of dre
havior connected with the.se. bUtCh' dykes are combinedss =
enough androgynous or feminine codmg t.o Suggest that owlth Just
the space of some lesbian reconcep'tuahzmg of masculinity rat‘;]erate in
as imitations of straight men. That is, they seem ¢, be butche, e; tha,
both woman-identified and masculine. In any case, j make: 0 g
sense that Reba is in the Playhouse with Pee-wee when it bec‘iueer
lost in space and enters an alternative universe ip which m‘es
Yvonne’s double appears as a bald alien. Or that when Rep, o
Dixie appear in dresses at one Playhouse party they elicit g Same
type of surprised comment as when Pee-wee gets out of hjg prissy
plaid suit and red bow tie and into more butch attire (a baseba] umj-
form, a cowboy outfit). Or that Herman Hattie (note the first name),
hoping to get a kiss, echoes Pee-wee’s dialogue to Miss Yvonne, apg
will trust only Pee-wee to guard her jeep’s tools and paraphernaliy
(“with your life”). Or that k. d. lang is the only guest star on the
Christmas special who interacts with the entire Playhouse crey during
a spirited rendition of “Jingle Bell Rock.”

But there is another side to these suggestions of complementariness
between sissy Pee-wee and the butch dykes. For if these dykes are
depicted as Pee-wee’s “opposite” queer gender comrades, they ar
also often presented as uncomprehending of the world of the feminine
g8y man, as well as incomprehensible within this world. Reba is co-
stantly befuddled by what happens in the Playhouse (one time calig
the Playhouse and its inhabitants “twisted”), Dixie is abrupt and u-
communicative, k. d, lang tries too hard to fit in and appears awth
wardly hyperkinetic, Herman Hattie is a laughable hillbilly hick ¥ :
a skunk stuck to her “butt,” and Large Marge metamorphoses '
monster. But this ambivalent presentation of butches in P eC’Wt =
.world accurately reflects queer cultural history, past and pmselll)i’w
!t suggests the longstanding suspicion and distrust between 1¢ o
::i ESYS b(garticularly between butches and sissies)., which h;.sv o

Y begun to change in any significant way with the T ,

ns
queer cO&liti()n politl c ¥ AI DS A d womﬂ
health e S, particularly around

ee’s
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f the femmes in Pee-wee’s world are
rhaps because they seem less lil.ce “oth
the expression of queerly reconfigureq femininity In commop
shem. The only fe.mmfa Pee~we¢‘a S€ems uncomforyah), with is Sa
Bernb ard, appearing in oile episode as an operator wh
Jamps Pee-wee over‘the picture phone, Bernhard’s cha
fernininity here (which ?arallels her off-screen =1 ks
pronouncements at the time) causes Pee-wee great
quickly cuts off her parodic seduction scene, 28
thusiastically greet each cartoon featuring Penny, a femme tomboy
who has interesting relationships with a mermaid, an imaginary twin
sister, a real sister, and Dorothy Lamour, among other females; and
he can have fun singing “Hey Good-Lookin’ ” with Dolly Parton dur-
ing her visit to Pee-wee’s Playhouse on an episode of her own variety
series (that is, until he suspects her of getting romantic with him).
And then there is Miss Yvonne, the character who has been with
Pee-wee since his nightclub beginnings —at once the hyperfeminine
straight woman who expresses Pee-wee’s gay desires, the fag moll,
and the femme dyke. Miss Yvonne’s position as (unwitting) femme
lesbian is most clearly articulated in The Pee-wee Herman Show
when Herman Hattie, the hillbilly butch in coonskin cap and buck-
skin, romances “Miss Y” by presenting her with a bottle of “Rocky
Mountain Valley Violet Perfume.” Later, in the beauty makeover ep-
isode of Pee-wee’s Playhouse, Dixie asks Miss Yvonne if she could
“do her” after she finishes with Mrs. Steve. But Miss Yvonne’s queer
textual status as femme isn’t consistent, and seems a case of Reubens
partially working out his feminine gayness through Miss Yvonne by
connecting his cross-gender identification with her to queerness: so
Miss Yvonne is the ultra-femme(inine) figure who lusts after the Pla{-
house hunks while occasionally being sexually paired through _doub Z
entendres with butch dyke figures such as Dixie, Herman Hattie, an
b i tive or ten-
If the queer readings offered thus far seem either te’nta u:ld e
uous, it is probably because the queerness of Peejwee S Wo A
3 i is the queerness
derstood by most viewers through connotation, a3 e e
Most mainstream cultural texts. D. A. Miller elucidates thi

cussion of Alfred Hitchcock’s Rope:
X . owever on
Now, defined in contrast to the immediate self-evidence (h

. ion will always
reflection deconstructible) of denotation, conﬂogl tln(::)tation enjoys, Or

treated more benignly

it is
ers” to the sissy boy —he

has
with
ndra
© aggressively
rade of Straight
m not a leshign”
irritation, and he
But Pee-wee can ep-
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92 PEE-V EEN :ding deniability. - - Ropel explm-ts the Particy],,

2 n for allowing homosexu? Smas o be elideq
itude of € g elaborated. . - - In this se.nse, e culturg)

aptiti®® ", " lso being oiling alongside other films , | and other

d by Ropé; consists in helping construct a homoge

X
tions - - less than a question of ; ua]"y
cultura” P . _lly in suspense on no i s own
held definitiond Y helping 0 produce in the process homosexual

in he

existence—'an{ 1 of the validity Snd iy e e ealviofitheir desire,
subjects doubtfu does not necessarily mean, and all the rest, 2

X ly be,
which may only % D
e’s Playhouse, Pee-wee’s Big Adventure, Big 1,

: -we . :
Substitute Pee er Pee-wee texts for Rope in the quotatioy, aboye
’

e oth . 5
Pee-wee, and th bout homosexuality as connotatiop, will jp.

; tions a

iller’s observa : imitati
sfldtlg both the pleasures and the painful limitations of p €e-wee's
1ca

ly-positioned audiences. The air of insider, “Wink.
world for queerly-posi ltural referentiality, link Ly
wink,” double-entendre queer cultura ; Y> linked to jp_
stances of more obvious queer cross-gender codes (but are they “ob-
vious” only to certain queer reader??),. 1.135 opened t.he space for my
analysis above. But the queer-deniability fact?r Miller refers ¢, is
powerfully at work in Pee-wee’s world, allowing for readings thay
downplay queerness, separate it from other topics (most notably from
gender concerns), or render it invisible. Not surprisingly, this last
category of reading Pee-wee is the one favored in articles written for
mass-market newspapers and journals, which typically cast Pee-yee
as a wacky and disconcerting asexual or presexual man-boy who en-
courages outrageous and “naughty” behavior in similarly asexual or
presexual child viewers. It is a reading of his character and his work

guffers from

ﬁee-‘}:'ee, whil;eo also coyly hinting at “offscreen” women admirers of
is character, . E ; z
cter.”" But one child viewer cited in Henry Jenkins, III,'s

m, which offer similar self-contained, queer-
S Seét apart from the “normal” world (it makes
©-Wee a stranded cireys is quickly and easily
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me warp between the 1950s-1960s and the 19
en more difficult for Reubens to Qs 80s-
k, the 19805-1.9905 seem to be shapinyge‘):pre .
which America 13 r?worklng the conservative ideologiisa Zfathpenod in
1960s- Sofkecaiee pong et which safe sex is refe e
only by way of the sight of Miss Yvonne quickly changin fred to, but
., raincoat and “a .trans’;’)az;renf plastic cap to protect heri:“o adplas-
shaPed b OUffan,t hairdo. It is also a world where musculaie’ i
be erotically displayed, but where Pee-wee can’t even touch"tl:ln i
and where Dixie’s demand that Miss Yvonne “do” her after doj 6;11_
Greve can only result in a femme-inizing beauty makeover ng Mrs.
But there are closets within the closet of the Playhous.e In P
wee’s Big Adventure there is the hidden and excessively gu;uded ce-
rage that houses Pee-wee’s prized bicycle; Pee-wee’s Playhouse cg:
{ains a secret room that stores this same bike (and a bizarre monster
helmet); the series and The Pee-wee Herman Show both feature the
box containing Jambi, the queeny genie, a.k.a. “The Wish Man.”
Even Big Top Pee-wee, with its (albeit often parodic) heterosexual ro-
mance narrative has a closet-within-the-closet. Hidden behind a cur-
tain in Pee-wee’s top security experimental greenhouse is his most im-
portant project. Leading rugged circus manager Mace Montana (Kris
Kristofferson) past oversized tomatoes and cantaloupes (on which
Mace comments in deadpan double entendres), Pee-wee swears Mace
to secrecy as he unveils his “hot dog tree.” “You’ve got big ideas,”
Mace tells Pee-wee. Then, looking at the tree again, he comments, “I
need one of those.” “Help yourself, Mace!” exclaims Pee-wee. But if
Pee-wee’s (Play)house becomes, in many ways, a closet of and for
queer connotation (with “secret words,” double-entendre dialogue,
campy bric-a-brac, and everything) and, as such, is the prison house
of open queer expression, the closets-within-closets represent Pee-
wee’s desire to “come out” or “come forward.” It is the desire of a
closeted sissy boy to directly express himself in/to the outside world.
At the end of each episode of Pee-wee’s Playhouse, Pee-wee pulls
down the arm of a reproduction of the famous Greek discus-}hroyir
statue, releasing his bike and “one-eyed monster” (slang for “penis’)

helnier. O e ey S e et e bike! e bids his Playhcuse pals
and the audience good-bye before magically zooming out of a prev:-
ously unseen boarded-up and padlocked door; he ta.kes this rlO)uz
tather than going out by the front door, which 15 QRS s
reproduction of the Venus de Milo. So Pee-wee’ f himse

s “outing” ©
Provocatively presented here as a move from the
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G resse . is cast as a dream
be is still exp. s, coming out 1s ¢ 252 fﬂntasy, a

) se term Q
even within the ¢’s Big Adventure, Pee-wee wins the Tour ge Franc,
g -WE:
wish. In Pee

: laim with his unconven'tion.al (read: unathletic, Unmeag
and pubhc'acc but wakes up to find it was only a dream, Fo
culine) biking sty]e’. ;]o the outside world on his bike end in humil;.
the film, his forf?yhsi Sl"bjke in front of a group of boys) or disaster (his
ation'(he fallsz nother sissy boy who must sense its sexually o
bik.e is stolen )’)834 Pee-wee’s public reunion with his (hOmO)seanl_
.b ogcl:ir;lgz;t‘::ic: t:ilm is initially set to take [f)lace in the basemen; of

:;z Alamo, which proves to be none)fistent In any case, ag p.eE_Wee
discovers to his mortification while .hlS tour group laughs densively‘
When he finally locates the bike, it is on a .mov1e set, where he must
cross-dress as a nun to get it back. And while Pee-wee may blast gy
of his fantastic Playhouse on his bike at the end of each episode, he
always lands in an equally fantastic “outside” environment in the
form of obvious back projections of the open road. The episode of
Pee-wee’s Playhouse where the secret word js “out” metaphorically
translates the process of coming out into Pee-wee’s developing an i]-
fessicatimacesthusiomotions lie very close to the surface,” as he

tells Ricardo. But having come “very close” to blurting out these

“emotions” to one of his loye objects, Pee-wee retreats to his bed and

soon feels “better.” His bout of coming-out jitters passed, he is once

again ready to take charge of hig implicitly queer Playhouse-as-closet.
More and more jt SCEMS to me that Jambi, the queeny genie, might

be. the key to the closeted yet richly queer-connotative time-warp Zeit-
gefst of Pee-wee’s world. As the deep-voiced drag diva hidden in a
ejeweled box and the model for the coyly winking sphinx high atop

“ e mboyantly €Xpresses a queer femininity that
ee-wee's WO:ZbZInTZSSIfng” secret and. the cause for celebration'—in
He is the fairy (;d oteniin the Straight and queer worlds outsu.ie.
' Setinetierivho grants Pee-wee wishes (such as making

made himgelf vanish during a magic
9
er gay generation?) voice of Pee-wee's

In after he has
s being the ()4




PEE-WEE'S WoRLp

T P ren encou'rﬂging him to examine his motives and emg-
consc;)efore making a wish. .
onS cted as he is with effeminacy, queer femininity,
Coﬂ“:; S and witchcraft, Jambi is a compelling and disturbing
: anhose power and threat are contained because usually he can
re wnly at Pee-wee’s behest (and only in the form of a head with
appear © at that). As the most overtly queer character, Jambi and his
e bf)d)', wers must be carefully guarded, monitored by the regime of
magic P"t of connotation that is Pee-wee’s world. But, to quote D. A,
thfa doaseain’ “if connotation . . . has the advantage of constructing an
lelzfﬁ jl 2 insubstantial homosexuality, it has the corresponding in-
o nience of tending to raise this ghost all over the place.”3®
EZ’C‘;Z d away in his box most of the time, Jam.bi’s queeny spirit still
des on the Playhouse roof as a campy sphinx— at once guarding
S,ressecl‘et of Mondo Pee-wee’s queerness while announcing it to the
woerld at the beginning of each episode.”

drag cul-

figt
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ity Roc % s and fol-ces
Md”pmnef'i 47 howc‘Ve’- the mail carrier finds o e theo;}a;nse
wb hub (or, who explains that he subscribes 1o the newspaper becg, !;I'ee
: because

Roches 3 A ;
{1’)‘!"” of Jack: “; bought it at thirty-nine. It’s been there for tep, years!” € 0Wns ty
$ id,, 191.

47_ lbl ’

48, :;::;.y and Benny, Sunday Nights, 1034,
;z. b Seldes, The Public Arts (New York: Simon ang Schuster 1956), 156

57-51 Benny and Benny, Sunday Nights, 11].
52, Ibid., 113.

5, The Sissy Boy, the Fat Ladies, and the Dykes
" '}, Bryan Bruce, “Pee Wee Herman: The Homosexual Subtext,” Cine Aoty
mmer 1987): 6. :
(Su 2, Jan Balfour, “The Playhouse of the Signifier: Reading Pee-wee Herman »
Camera Obscura 17 (1988): 155-56. )
3, Ibid., 156.

4, Ibid.
5, I am assuming Paul Reubens is queer, as I do later for Dolly Parton. While

having my assumptions validated by public statements might be important to some of
my points in this section, such a public disclosure would not significantly alter most
of my discussion about Pee-wee and gayness/queerness, In any case, Reubens (like a
number of celebrities) is considered to be gay, or otherwise queer, by some portion of
the queer and straight publics because this is how they read his Pee-wee Herman
persona, By rarely appearing out of character, Reubens encouraged the near-erasure
of his private life, and the substitution of the public figure of Pee-wee in its place.
Therefore, gayness (or a less specific queerness) is part of the range of readings au-
diences have given Reubens and/as Pee-wee. For an interesting examination of Dolly
Parton’s place in lesbian culture, see Jean Carlomusto’s video L Is for the Way You
Look (1991). As for Sandra Bernhard and k. d. lang, whom I also mention later in this
section, both have more or less come out and come forward about their queer sexu-
ality: Bernhard through remarks about a lover she refers to as “she” in Madonna:
Truth or Dare (1991, Miramax, Alex Keshishian), and lang in an interview with Bren-
dan Lemon for The Advocate, issue 605 (June 16, 1992): 3446.

6. My use of “sissy” and “sissy boy” to describe preadult feminine queer men is
in atlempt to capture the position of many homosexual men, like Reubens, who as
children were defined and labeled as “sissies” (or “girly”) by the straight world. The
challenge for these queer men (among whom I count myself) in later years is to work
with, through, or around the pejorative straight gender politics that are deployed
when a person is labeled “sissy” or “effeminate.”

7. Constance Penley, “The Cabinet of Dr. Pee-wee: Consumerism and Sexual
Terror,” Camery Obscura 17 (1988): 147. Program citied: Pee-wee's Playhouse
(1986-91, Cps), . g

8. The following sources provide invaluable queer cultural and historical l:; f;
f:;u;ld for working.through visual and aural codings of queemesspa'l‘i‘:igz":fe'c:; il
0 » TePresentation: Derek Cohen and Richard Dyer, “The Po ive (London and

™" in Homosexualities Power and Politics, ed. Gay Left Collective




130

464
CE®S 6~ g =5 s
= 980, 172465, Chtistine Fiddionsh, “Cotgrg, . .
J ’

sy suhell (Boson: Alyson, ¥9509), 1423, )
| THangles, 4. | 727 M;”;"’ ” OUTNOOK 3, 59, 1 (Pusssaes 195,
iins.” i Pin Colones dd . oA 2 B 1 ( »
Politivs,” in 1 1o Be isited: Reflections o 2 Buap! Meen” 7
hast It Mean e Hevisited:
Goldshy, “W Wi

? u”‘y;k 4924, Madon H‘y}, “Kmmm o 2 Slﬂp

14,00, 3P 12 (1 S e
I,;dg/fa:n;‘;";" Time Is "?”«Ollﬂﬂ:(j}‘:{luzk Masculinity: A Dossier,” in Mag, Ordey.
WH: e Sexual Politics arn S (,'h#{ﬂ"a" and Jonathan HMM “J%
{7”6:; ping Masculinity, ed. w;';;,m,, Amber Hollinbaugh and 2 e &,
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“‘;,‘:m; We're Rollin Around in | ed. Ann Snitow, Christine Stansell, 2ad
ire: The Politics of Sexuality, ed. 1963), 394405, Joan Nestle, ~qy,.
Desire: Th thly Review Press, :
Thompson (New York: Mon aizd Danger: Exploring Female Sexuality, ed. Cargle
Fem Question,” in Pleasure 1989), 232-41; Joan Nestle, “Butch-Femme Rela
Vance (London: Pandora l't":;’e 1950s,” A Restricted Country (Ithaca, Ny - Fire-
tionships: Sexual Courage in ibility and Survival,” New Gay Arts, A Special
Books, 1987), 100-109; “Sensi Y %
brand Books, 198 28, 1988): 21-39; Esther Newton, “Of Yams, Grinders, g,
Jssue, Village Voice (June 28, 198: 1988): 28-37; Madeline Davis and Elizabey,
Gays,” OUT/LOOK 1, no. 1 (Spring 1988): 28-37; : :
¥, ; dy of Sexuality in the Lesbian Community: B,y
Lapovsky, “Oral History and the Study o : iming the Lesh;
falo, New York, 1940-1960,” in Hidden from ”‘5_“’_’7-' Rec. e ian and
Ca 'Pasl ed. Martin Bauml Duberman, Martha Vicinus, and George Chauncy (New
Yor);: Ne’w American Library, 1989), 426-40; Sue-Ellen Case, wlj)wa.rd 4.1 Butch-
Femme Aesthetic,” Discourse 11, no. 1 (Fall-Winter 1988-1989). 55-71; Lisa Dug-
gan, “The Anguished Cry of an 80s Fem: I Want To Be a Drag Queen,” OUT/LOOK
1, no. 1 (Spring 1988); 62-65; Jan Brown, “Sex, Lies, & Penetration: A Butch Fi-
nally "Fesses Up,” OUT/LOOK 2, no. 3 (Winter 1990): 30-34; Arlene Stein, “AN
Dressed Up, But No Place to Go? Style Wars and the New Lesbianism,” OUT/LOOK
1, no. 4 (Winter 1989): 34-44; Mark Leger, “The Boy Look,” OUT/LOOK 1, no. 4
(Winter 1989): 45; Julia Creet, “Leshian Sex/Gay Sex: What’s the Difference?” QUT/
LOOK 11 (Winter 1991): 29-34; Jan Zita Grover, “The Demise of the Zippered
Sweatshirt; Hal Fischer's Gay Semiotics,” OUT/LOOK 13 (Winter 1991): 4447,
M‘Ch'elaﬂgelo S_l'gno‘l'ﬂe, “Clone Wars,” Outweek 74 (November 28, 1990): 3945,
Mart'm Humphrfes, ‘Gay Machismo,” i The Sexuality of Men, ed. Andy Metcalf and
}I;larn; ‘}liu;lnphf-:e.s (London; I?luto I"rCSS, 1985), 70-85; Seymour Kleinberg, “Where
ave All the Sissies Gope? In Alienated Affections (New York: St. Martin’s Press,

1980), 14356, Besides these specific pieces, Mmany issues of OUT/LOOK, Outweek,
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9, Penley, “Dr., Pee-wee,” 147,
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Male Body, and Filp, » ‘:l'he Incredxble Shnnking He[r]man: Male Regression, the

i, Modlesk;. ‘.Sh’n_nkl_nZ’:l:[is 2, no. 6?5 (Summer 1990): 64,

12 Tn an editoyiyg Iman,»
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While gay me” are “men,’t I doubt that many can fu]]

ition in the scheme of s@xsht ’Pal?iarchal cultures is still 5 feminized one
sense thal conflates “the f'en.umne with “woman” and trivializes or revile 0"}‘: b
e ascribed to the “feminine-woman.” Gay men might internalize patrisa‘ EQuaL
ions of the feminine-woman, or t.hey might accept the conventional charact::i ?’l s
the feminine-woman w}“ 1(., rijectmg the pejorative attitudes, or they might att:nllcst Y
,econceptualize “femm‘:mty _(and "rr}asculinity") and its alignment with “won‘:at:g
(and *m an”), or they might reject straight patriarchal conceptions of gender and gen-
der characteristics and formulate alternatives. But no matter which position %he
ake, those gays who in some manner function under the signs of gender must havz
different understandings of their relation to the concepts of “woman” and “the femi-
nine,” and therefore must have cultural and psychological foundations for their mi-
sogyny different from those of straight men.

Y 1gnore or forget thay their

13. Of interest to the ongoing discussions of camp in general and in relation to
Pee-wee Herman in particular is “Where Have All the Sissies Gone?,” a chapter of
Seymour Kleinberg’s Alienated Affections: Being Gay in America (New York: St.
Martin’s Press, 1980), 143-56. In part a defense of camp by a feminine gay man (a
“sissy”), Kleinberg’s comments are compelling reminders that camp critiques refer-
ring to queer texts such as Pee-wee’s Playhouse need to be careful and rigorous about
considering queer cultures and queer spectators in their working through the ideo-
logical meanings of camp’s uses: “Camping did express self-denigration, but it was a
complex criticism. . . . Camping also released for gay men some of their anger at
their closeted lives. . . . Between the values of virility that they did not question and
their rage at having no apparent alternatives, gay men would camp out their frustra-
tions” (pp. 149-50). Implicit in Kleinberg’s comments here is the idea that becomjng
atraditionally feminine straight woman is not, and was not, seen by many “s.sissies’ as
the alternative to “virility,” that is, to taking on the attributes of su-alght‘ men.
Through camping, sissy gays can create alternatives to those convefuional nou.ons 0::
masculinity and femininity that are fused with biologically essentialist O (:_

bc'zing a “man” or a “woman.” Camping often split culturally cor.lstruc.:led genderr:ies
Tbutes and labels (“masc ulinity,” “femininity”) from the !)lologlcal ;:t:g;e ¥
( l‘nale,” “female,” “man,” “woman”) to which straight culture links them. In sp

this queer cultural work, however, straight culture continues s women” Or 83
"";_en '(w.het,hcr butch, feminine, or androgynous) F o yet Ilms an interesting
‘Minine” and treats them accordingly. This straight cultural ten re given by
history i the West. some of which is suggested by the title of a lectu s
Geo : el 4, 1992): “Why Were ¢

rge Chauncey, Jr., at Cornell University (February 24, L acanta i
Tostitutes and Male Homosexuals Linked in the Early 'Pwertnelthe

cult(li:y’ artists and performers might often be secf! mers’t?:g representali
€S “gay men-as-straight women” ideas,

by and large to see 82Y

ons of
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; The Marriage of
Voss, 1982; 11 New York, 1

», think of certain films of R. W. Fassbinder (Veroniy
Maria Braun, 1978; Lola, 1982; Ali: Fear Epts the Sou[a
977); Pedro Almodévar (W(')men on the Verge of Ner:
1973192::5;«‘:, 1088; High Heels, 1991; Tie g;ll'frif Tlf;{‘ze liown{. 1990), Georg,
vous 1939; Girls About Town, 1931; Les Girls, 957; and The Cha
Cukor (The Women, = ;,d Albee’s play Who's Afraid of Virginia Woolf R l)eP-
man Reporl, 1962'1 Mﬂw nolias, most of Tennessee Williams’s plays, drag, orf Tl
Harling's play Sl] 5 b:;ﬁ's Pee-wee Herman texts. The painter Paul Cg, dm: or-
2 jand Fos e f his nude figures to those of Michelangelo’s, gaig. 2 30
sponding {08 Sompegen & derful. Both he and Cara seeiatsial do
love his forms. His male nudes are w? s o look lik vaggl? are great fa.
vorites of mine. In fact, Michelangleo Syomen often ('TMl e males with grapefruiys
attached” (“Under Fire,” Steve Weinstein, Gen‘re [April-May 19?2]: 75) (it
these representational “reversals” 88 PrOgroEaIves Sel_f'oppl’eﬂﬂl.ve, misogynistic, o
whatever, would need to consider individual texts, thelrlp.rod.uctlon contexts, and the
cultural contexts of text, creator, and potential reader-critics in order to avoid the sort
of “one-size-fits-all” cultural politics I address elsewhere in this chapter.

14. Penley, “Dr. Pee-wee,” 145.

15. This queer blindness takes its most extreme form in articles such as Roh Win-
ning's “Pee Wee Herman Un-Mascs Our Cultural Myths About Masculinity” (Journa]
of American Culture 11, no. 2 [Summer 1988]: 57—63), which discusses Pee-wee’s
reconceptualization of masculinity in heterocentrist terms. Aside from noting that
Pee-wee’s “movements vacillate between those of a frenetic child and an effeminate
male” (thus suggesting that homosexuality is an immature form of behavior), Win-
ning’s article fully recuperates the character and his texts as examples of a kinder,

mance:

gentler straight masculinity.
16. Along these lines, one might place various aspects of Pee-wee’s world sharply

within the range of feminine gay experiences as described by a man quoted in Klein-
berg: “We fell for masculinity when we were twelve; there must be something to it
because it made us gay. Most of us didn’t become gay because we fell in love with
sissies; we became sissies because we fell in love with men, usually jocks” (154).
With critical irony, Kleinberg follows this quote by saying, “It sounds familiar. And
S0 ulr};at Cif or;e chooses to make one’s life pornographic?” (Alienated Affections, 154)

- Cited in Penley’s article (* -wee” i 5 :
Bruce’s observation th};t each }Zt(tr]z?;i\}/): fn::f : IID’m word’l e hf"e’ B
R ey 1" on ee-wee's Playhouse “represents a
i e » P f)mlnent fantasy figures in homosexual pornegraphy . . .
Sia sci 5 5 5211 80; l(gap!aln Ca-rl), the black coyvboy (Cowboy Curtis), and the mus-
gl y iteguard (Tito), not to mention the escaped con (Mickey) in Pee

ee’s Big Adventure” (p. 5). & 4

18. Film cited: Big T
: Big Top Pee-wee (19 :
;g genley, “Dp. PR 1473( 88, Paramount, Randal Kleiser).
. Othe ifi ;
(forward) reard::;: l:}cpcmturd and psychological contexts would complicate straight-
Misogyny. Some of the:e.wee and the fat women characters in his texts in relation to
Sedgwick’s di sl 3 C(:‘nlf:x.ts.are suggested in Michael Moon and Eve Kosofsky
derstood Emotjon oy Divinity: A Dossier, A Performance Piece, A Little-Un-
“MicHagy Mg::, lblscourse 13, no. 1 (Fall-Winter 1990-91): y
N: S
pubescent weight tha: a\;as : dfep fear of mine as a twelve-year-old boy putting o0
unaccountably deVCIOpianfeav.ln.g bee'n a slender child, I was at puberty freakish and
minine hips and breasts. . . . One happy aspect of the

|




—y|

-101

2

NOTES TO PAGES 9 .
“The Pee-Wee Perplex,” Rolling Stone (Fehruary 12

“Pee-wee Herman,” Interyie,, 17, no, 7'

134

9; T. Gertler,

cember 1986): 7 Margy Rochlin,

1987): 3740, 100, 102-3;
(ks S III, “ ‘Going Bonkers!”: Children, Play and Pee-wee,” D

31. Henry Jenkins
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