
  
    [image: Interstellar Flight Magazine Best of Year Six]
  


  
    
      INTERSTELLAR FLIGHT MAGAZINE BEST OF YEAR SIX

      
        INTERSTELLAR FLIGHT PRESS ANTHOLOGIES

        BOOK 6

      

    

    
      
        

      

      
        
EDITED BY HOLLY LYN  WALRATH


      

    

    
      
        
          [image: Interstellar Flight Press]
        

      

    

  


  
    
      
        
          
          

          
            CONTENTS

          

        

      

    

    
    
      
        
          Original Articles

        

        
          
            Undrowned Histories: A Retrospective Reading of The Deep (2019) and Flowers for the Sea (2021): The Black Aquatic in Speculative Fiction

            Liza Wemakor

          

          
            Genies and Human Nature: Exploring Robert Lewis Stevenson’s 1891 Fantasy Story About Genies

            Henry L. Herz

          

          
            Sleepy Hollow Retrospective: Social Panic and Horror in the 1790s

            Grant Butler

          

          
            The Le Guin Story That’s Scarier than Omelas: Why “Wake Island” Disturbs Me

            Priya Sridhar

          

          
            Writing Romance as an Aromantic Writer: Sailor Moon and How Portraying Love and Romance Is Complicated

            Rami Ungar

          

          
            Heavenly Creatures, 30 Years Later: A Horrific Crime Born from Friendship

            Priya Sridhar

          

          
            Frank-N-Furter, It’s All Over: Has Society Progressed Past the Need for Rocky Horror?

            Alex Kingsley

          

          
            The End of NaNoWriMo: After Allegations of Inappropriate Response to Abuse, the Online Writing Community Struggles to Make Sense of It All

            Priya Sridhar

          

          
            A Gruesome Gateway: The Enduring Value of Scary Stories to Tell in the Dark: The Most Frequently Challenged Books of the 90s

            Chris Campeau

          

          
            What Writers Can Learn From Theater Practitioners: “What’s My Motivation?”

            Alex Kingsley

          

          
            The RPGs that Spawned from Alien: From Free League Publishing to Mothership to Chris Bissette’s The Wretched

            A. A. Voigt

          

          
            Fighting Without Fighting: Optimize Your D&D Combat Using De-Escalation

            Alex Kingsley

          

          
            Twenty Years After THE RING: A Horror Movie About Parenting That’s Just as Terrifying as an Adult

            E. N. Díaz

          

          
            Science Fiction and the Power of Iterative Revolution: Social Change and the Works of Annalee Newitz, Becky Chambers, and Nnedi Okorafor

            Alex Kingsley

          

          
            Gone to Texas: 50 Years of Chain Saw Massacre: Tobe Hooper’s Legendary Masterpiece Celebrates Half a Century of Unsettling Horror

            Patrick Barb

          

          
            How the Victorians Invented Speculative Fiction As We Know It: From Dickens to Conrad to Stoker and Beyond

            Grant Butler

          

          
            Revisiting Rosemary’s Baby and Its Themes Surrounding Bodily Autonomy: A Retrospective on the 1960s Film Over 50 Years Later

            vanessa maki

          

        

      

      
        
          Reviews

        

        
          
            The Ghost With the Most . . . D?: Beetlejuice Is a Thirst Trap on TikTok, and I’m Here for It

            Holly Lyn Walrath

          

          
            The Skeleton Key Girl: A Review of the Wayward Children Series by Seanan McGuire

            Priya Sridhar

          

          
            Beyond Green and Black: HBO’s House of the Dragon: What Does It Mean to Fight for the Iron Throne in 2024?

            Dr. Kavita Mudan Finn

          

          
            Hayao Miyazaki’s The Boy and the Heron: Portal Fantasy, Magical Realism, and the Human Unconscious

            Archita Mittra

          

          
            Spy Adventure Flick ARGYLLE is Good, Actually? Let Me Explain . . . The Difference a Female Protagonist Makes

            Lauren C. Teffeau

          

          
            Pistol-Whip Me, Kristen Stewart, a Review of LOVE LIES BLEEDING’s Queer Surrealism and the Value of Hope

            Holly Lyn Walrath

          

          
            The Junji Ito Touch: The Liminal Zone: A Review of the Popular Manga Artist’s Latest Short Story Collection

            Priya Sridhar

          

          
            A Classic Horror Story (2021): How Classic Is It, Really?

            Christina Sng

          

          
            Welhamin: Thomas Ha’s Short Story “Grotmatta”: Undercurrents of the Colonial Plight of the Philippines

            Kyle Tam

          

          
            TRIZOMBIE: Down Syndrome in the Apocalypse: Belgian Film Shows People with Down Syndrome Can Survive

            Holly Lyn Walrath

          

          
            Maybe the Real Monster Was the Incompetence Along the Way: Review of Monarch: Legacy of Monsters on Apple TV+

            R. Thursday

          

          
            When the Ordinary is Extraordinary: A Review of Under the Moon, a Short Story Collection by E.M. Faulds

            Taylor Jones

          

          
            An Inclusive Future for Space Opera: Review of Season One: Iris and the Crew Tear Through Space by Cait Gordon

            Lisa Timpf

          

          
            Queer Horror and the Power of Feeling Seen: Fear Street, I Saw the TV Glow, and From

            Chloe Smith

          

          
            What We Talk About When We Talk About Witches: A Review of “The Shadow Cabinet” by Juno Dawson

            Taylor Jones

          

          
            The Doctor Who Specials Are a Win for Disability Representation: The Importance of Providing an Accessible Alternative in an Inaccessible World

            Chloe Smith

          

          
            The Gay Kiss Might Not Have Been Doctor Who’s First, but Here’s Why It’s Still Important: The Power of Intersectional Representation

            Chloe Smith

          

          
            Reality TV, Ghosts, and Teamwork: Review of Haunt Sweet Home by Sarah Pinsker

            William Shaw

          

          
            Tarot (2024): With Final Destination and slasher vibes abound, Tarot is a taut watch in a comfortingly familiar genre.

            Christina Sng

          

          
            The Haunting and Alluring Sea in Emma Hamm’s Whispers of the Deep: Fantasy Merman Romance Defies Genre

            Laura Díaz de Arce

          

          
            Evil Space Spawn as Satire, or How I Learned to Stop Worrying and Love The Grub: Review of GRUB: The Misadventures of a Miscreant and His Associates on Alt-Earth by Kate Boyes

            Joshua Gage

          

          
            Go West, Young Ma’am: Mia Goth’s Manifesting Destiny in the X Trilogy: A Review of A24’s and Ti West’s Trio of Horror Films

            Patrick Barb

          

          
            Bring Them Down Review: Irish Horror on a Sheep Farm with Barry Keoghan

            Holly Lyn Walrath

          

          
            Why Owen in I Saw The TV Glow could also be Autistic: The Freedom in Accepting Your True Self

            Chloe Smith

          

          
            The Night in The Woods Team Had to Cancel Revenant Hill: Why Creators Should Prioritize Their Health and Fans Should Support Them

            Priya Sridhar

          

          
            The Rule of Jenny Pen: Aging and Its Horrors Explored in New Shudder Flick with John Lithgow and Geoffrey Rush

            Holly Lyn Walrath

          

        

      

      
        
          Interviews

        

        
          
            Horror’s Real-Life Final Girls: Women In Horror on Surviving Publishing

            Lee Murray

          

          
            The Sonics of Storytelling: Interview with Premee Mohamed, Author of Beneath the Rising, The Siege of Burning Grass, The Butcher of the Forest, & More

            R. Thursday

          

          
            The Gulf of Loneliness: An interview with Lyndsie Manusos, author of From These Dark Abodes

            Annika Barranti Klein

          

          
            Poetry as Activism and Healing in “Salt Chorus”: An Interview with Dominique Rossi

            Leslie Archibald

          

          
            Addiction, Family, and Political Intrigue: Interview with Susan Forest, Author of the Addicted to Heaven Series

            Lisa Timpf

          

          
            Surviving the Dark and Reclaiming the Self Through Fiction: Interview with Carina Bisset, Author of Dead Girl, Driving

            Andrea Blythe

          

          
            Exploring the Future, Close to Home: Interview with Timothy S. Johnston, Author of the Rise of Oceania Series

            Lisa Timpf

          

          
            Spirit Possession, Parasitoids, and Friendship: Interview with Sam Kyung Yoo, Author of Small Gods of Calamity

            Chloe Smith

          

          
            Contemplating the Universe Through Poetic Verse: An Interview with Emily Hockaday about The Heartbeat of the Universe

            Andrea Blythe

          

          
            Interview with Dr. Andrea Kriz, PhD: Author of Learning to Hate Yourself as a Self-Defense Mechanism from Interstellar Flight Press

            Priya Sridhar

          

          
            Found Poetry, Narrative, and Identity: Interview with Andrea Blythe, Author of Necessary Poisons

            Leslie Archibald

          

        

      

      
        
          Flash Fiction

        

        
          
            Honey in Her Hands

            Devan Barlow

          

          
            Good Stories Come In All Lengths: Interview with Devan Barlow, Flash Fiction Writer

          

          
            Wolves

            Lisa Short

          

          
            From a Cutting Board Perspective: Interview with Flash Fiction Writer Lisa Short

          

          
            Lilt and Luster Spring Newsletter

            Susan Taitel

          

          
            Call Yourself a Writer: Interview with Flash Fiction Writer Susan Taitel

          

          
            You Can Leave Your Helmet On

            Tehnuka

          

          
            Deconstructing the Hidden Nuance: Interview with Flash Fiction Writer, Tehnuka

          

          
            To Kiss the Chrysanthemum Moon

            Wen Wen Yang

          

          
            Chasing That Feeling: Interview with Flash Fiction Writer Wen Wen Yang

          

          
            I Am Fire

            Y.M. Resnik

          

          
            Leaving Space for the Adventure: Interview with Flash Fiction Writer Y.M. Resnik

          

          
            Chief Scavenger’s Log in the Climate Apocalypse

            P.A. Cornell

          

          
            The What If? Questions: Interview with Flash Fiction Writer P.A. Cornell

          

          
            Sorry Not Sorry

            Vivian Chou

          

          
            Keep Your Own Weird Voice: Interview with Flash Fiction Writer Vivian Chou

          

          
            What the Tiles Know

            Carol Scheina

          

          
            Writing Flash Fiction Has Made Me a Better Writer: Interview with Flash Fiction Writer Carol Scheina

          

          
            I Demand Knives

            Sasha Brown

          

          
            Wilder Experiments: Interview with Flash Fiction Writer Sasha Brown

          

          
            Tongue of the Necrophage

            Cyrus Amelia Fisher

          

          
            Be Self-indulgent and Unapologetic: Interview with Flash Fiction Writer Cyrus Amelia Fisher

          

          
            To the Resident of Temporal Pocket X0001-A

            Indigo Rue

          

          
            There Is Always Something New: Interview with Flash Fiction Writer Indigo Rue

          

        

      

    

    
      
        Contributor Biographies

      

    

    

  


  
    
      
        
          
          

          
            ORIGINAL ARTICLES

          

        

      

    

    
    

  


  
    
      
        
          
          

          
            UNDROWNED HISTORIES: A RETROSPECTIVE READING OF THE DEEP (2019) AND FLOWERS FOR THE SEA (2021): THE BLACK AQUATIC IN SPECULATIVE FICTION

          

          LIZA WEMAKOR

        

      

    

    
      
        
        “The ocean, for many African and African diasporic peoples, is not only a source of fear and violence, but a source of awe, reverence, and veneration for Earth, the universe and our ancestors. The ocean is capacious, capricious, and deep like we are. Do you remember?”

      

      

      The reality that black people have particular connections to water and oceans (the Middle Passage, river lynchings, segregated pools, stereotypes that black people can’t or don’t swim) could go without saying. But I will say that black people have particular connections to water and oceans throughout this essay.

      My reasons for doing so are that:

      
        
        1.) The black aquatic is a subject we could stand to think more deeply about,

        2.) In a time when we can observe marine mammals engaging in acts of protests (pursuing and attacking private and commercial boats), it is worthwhile to consider the ocean from every angle, and

        3.) It is no secret that many speculative fiction fans (across racial categories) struggle when reading speculative fiction that is abstractly informed by black histories and cultures.

      

      

      When I say abstractly, I am referring to works that respond to an idea that recurs across black histories and cultures, as opposed to works that represent a particular moment or era. For example: a work of historical fiction set on an early 1800s Jamaican plantation offers more concrete storytelling, whereas a story set in a never-before-seen mermaid civilization, consciously and subconsciously inspired by centuries of black people’s engagements with water, may register as abstract.

      Brief engagement with Goodreads reviews of the two novellas I’ll prioritize in this essay, Rivers Solomon’s and clipping’s The Deep (S&S/Saga Press, 2019) and Zin E. Rocklyn’s Flowers for the Sea (Tordotcom, 2020), evidences this pattern of readers struggling to comprehend aquatic abstractions of black histories and cultures—even when they enjoy the writing itself, or sense that there is profound meaning in the text below the surface, just beyond their grasp.

      In this short essay, I will consider the cultural and historical foundations of aquatic themes that feature prominently in black speculative fiction, with the agenda of encouraging us all to read these fictions more confidently and carefully. The scholarly and creative work of Dr. Alexis Pauline Gumbs, a queer Caribbean black feminist philosopher, writer, and self-proclaimed love evangelist, will be formative to our exploration of the black aquatic.

      Let us note that “BlueBellow” (2017), the sole short story Gumbs has published in Strange Horizons (or any pro-rate speculative fiction magazine) to date, features a trans-Atlantic voyage that culminates in a movement called the Reconnection, wherein black people reconnect with the Atlantic Ocean en masse, “reuniting with the part of us that drowned” after the world-changing atrocity that is the Middle Passage. This story not only engages with the trauma African diasporic people incurred through and in the Atlantic Ocean (enslavement, colonization, torture, dehumanization), but suggests we have another historical and cultural relationship to the ocean that supercedes the trans-Atlantic slave trade. The ocean, for many African and African diasporic peoples, is not only a source of fear and violence, but a source of awe, reverence, and veneration for Earth, the universe, and our ancestors. The ocean is capacious, capricious, and deep like we are. Do you remember?

      Gumbs asks us, throughout her body of work, to recover memories of the black aquatic that existed long before we were born into these bodies. She asks us to remember what water has meant to us not only in “BlueBellow” but in the “Archive of Ocean: Origin” section of M Archive (Duke Press, 2018), which is the second installment in her black feminist triptych, and in the entirety of Undrowned: Black Feminist Lessons from Marine Mammals (AK Press, 2020).

      Near the beginning of M Archive’s “Archive of Ocean,” Gumbs writes the origin story of the ocean as she knows it. Attributing the ocean’s beginnings to black feminine pain rather than the aloof, Zeusian gods many of us have been trained to worship, Gumbs writes that an unnamed she “cried and it became the ocean. and out of the ocean came life as we know it. life as we be it. the salt in our veins. the who we are and the who we are not. we have not yet seen the bottom of it, the depth of mourning that birthed us here” (109).

      There is a long history of black feminine spirits birthing and mothering the ocean in African diasporic cultures. We know Mami Wata in West Africa, La Sirene and Erzulie / Ezili in the Francophone diaspora, and Yemaya / Yemoja / Yemanja in the Hispanic and Lusophone diasporas. All of these spirits are especially drawn to fluid people who place faith in the spirits’ beauty, strength, and gendered excess, which are reflected in the qualities of the ocean itself. These water spirits are syncretizations of African and European cultures and practices, and are likely part of what Gumbs had in mind as she wrote this passage, given her longstanding personal and scholarly interests in black divination.

      Gumbs extends her maritime interests in Undrowned, moving the frame of the black aquatic to potential parallels between black and queer cultural sensibilities, and the experiences and ontologies of marine mammals. Floating between scientific studies, news reports, high theory, and personal observations, she convincingly demonstrates how black people, queer people, and community organizers (which are often overlapping categories) have ways of operating in the world that resemble marine mammals. We travel together, we look out for each other, and we have a way of seeing in the so-called dark. Dr. Kevin Dawson mirrors this idea in his own study of the black aquatic, Undercurrents of Power: Aquatic Culture in the African Diaspora (Penn Press, 2018), which considers the connections African people already had to the ocean through water rites and sports well before colonization and the transatlantic slave trade.

      These notes should provide us with enough context to return to our novellas, Solomon’s The Deep (2019) and Rocklyn’s Flowers for the Sea (2021), which both build their narratives around black merfolk, or hybrid, human-marine beings who are racially coded as black.

      Dr. Jalondra Davis provides a historical analysis of black merfolk in her article “Crossing Merfolk Narratives of the Sacred” (Shima Journal, 2021), in which she traces the mythos of enslaved African people becoming merfolk after jumping or falling from slave ships in acts of rebellion and tragedy. In her work, Davis finds that black merfolk stories are rooted in historical trauma, but they also “reclaim history and seek to heal trauma” through “depictions of care” (67–68). This interpretation of black merfolk certainly applies to both The Deep and Flowers for the Sea.

      The Deep

      
        
        “Let it wash over you—when you get to its optimistic end, you won’t feel like drowning.”

        — Sean Dowie’s “REVIEW: The Deep by Rivers Solomon” (Fiyah Magazine, 2019)

      

      

      In a nutshell, The Deep (based on a clipping song of the same name, which was itself inspired by the black electronica duo Drexciya) follows merfolk descendants of pregnant African women who were thrown from slave ships. This backstory is outlined in the intro of the clipping song, which describes a people “who were born breathing water as we did in the womb.”

      Rivers Solomon adapted this source material and deepened its lore, introducing readers to a merperson named Yetu who has the responsibility of remembering her people’s difficult, six-hundred-year history in its entirety. She is an underwater griot of sorts, a historian whose “role was to carry the memories so other wajinru wouldn’t have to” (Solomon, 7). Yetu resents the pain she’s been made to carry for most of the novella, since “The Remembrance took more than it gave” (Solomon, 8) in her estimation. She felt possessed by the historical pain of the wajinru, a people borne from death and mothered by whales, as if “Her body was full of other bodies” (Solomon, 28). By the end of the novella, however, Yetu’s friendships with Amaba, Nnenyo, and “two-leg” humans named Suka and Oori teach her to rely upon other people instead of bearing the weight of remembering by herself. Indeed, intellectual work does not have to entail individualism or loneliness. As I share these reflections with you, I feel a bit like this matured version of Yetu.

      One of my favorite chapters in The Deep is the fourth one, where we see an earlier incarnation of the wajinru rescue a brown woman from drowning in the ocean. The brown woman gives them the name zoti aleyu (“strange fish”). I like that this woman says, after meeting the zoti, that she “has always known there was a world beyond this world, a world where the unseen happens” (Solomon, 45). It affirms the African, spiritual roots of this novella.

      
        
        “But we are a people who do not forget, we nims.” (Rocklyn, 11)

      

      

      Flowers for the Sea

      Flowers for the Sea is perhaps more gruesome than The Deep, though it similarly syncretizes black people with sea creatures—challenging the notion that being more-than-human is so bad after all.

      Like Yetu, the protagonist of Flowers for the Sea, Iraxi begins her story in loneliness. And she is lonely because of what she remembers. She hails from an unnamed land that resembles precolonial West Africa, and finds herself thrown into a dark, filthy ark after she refuses the advances of a prince. Before she is forced onto the ark, whose claustrophobic conditions resemble the squalor of slave ships, the vengeful prince has her family’s home set on fire, and she loses most of her skin and hair in a failed attempt to save her loved ones. Heartbroken and miserable, Iraxi delights in her putrid physical state, taking pleasure in the discomfort it must cause her male and female lovers. She eventually finds herself pregnant with a strange, tentacled child.

      The birth of this child is gruesome—accompanied by back-arching seizures and oozing slime. And Iraxi rejects the sinister, purple-eyed baby at first. But when she accepts the child, the fruit of her trauma, and its plans for her, she gains power. Her burnt hair and skin regenerate, and she has a certain sway over plants. The fearsome sea creatures that have crowded the ark, like the sharks that were said to trail slave ships (awaiting fresh bodies), answer to her power and wrath.

      Both Yetu and Iraxi experience tumultuous passages en route to self-actualization, in which they struggle to stay connected to people. Iraxi arguably fails in this struggle, allowing her new powers to subject people on the ark to attacks from sea monsters, while Yetu’s sojourn away from her people and memories comes full circle when she meets people who are both like and unlike her—people who lead her back to the necessity of community and togetherness.

      Outsider-ness is a mirror that can refine one’s self-perception and one’s sense of possibility. When Yetu looks into the face of Oori, one of her human friends, the tribal “scars and markings cut into [Oori’s] face in elaborate patterns” (Solomon, 84) remind her of her own beautiful, aquatic scales. And eventually, she returns to her true self and quells the storm of memory that threatens to flood Earth’s lands.

      Iraxi didn’t have a comparable experience in the hold of the ark, and her antipathy hardened into total alienation; she bore too much pain on her own, and lost contact with the “knowledge, beauty” (Solomon, 145) of her history. She became little more than her anger.

      
        
        “We must save one another,” said Yetu. (Solomon, 148)

      

      

      The black aquatic teaches us about ourselves and reminds us of our connectedness to everything in the world—including darkness. We need one another, and we must save one another.

      
        
        Notes

      

      

      This essay is not comprehensive, so please continue exploring the black aquatic. For example: I didn’t even touch upon Samuel Delany’s The Motion of Light in Water autobiography (Arbor House, 1988), and how its gorgeous prose entangles black queer life and history with water and fluidity. And I’m curious to see how recent releases, such as Akotowaa Ofori’s The Year of Return (Android Press, 2024), will further enrich our impression of the black aquatic.

      For academic studies of the black aquatic, I encourage you to return to the scholars I’ve cited in this essay (e.g., Jalondra A. Davis, Alexis Pauline Gumbs, and Kevin Dawson).

    

  


  
    
      
        
          
          

          
            GENIES AND HUMAN NATURE: EXPLORING ROBERT LEWIS STEVENSON’S 1891 FANTASY STORY ABOUT GENIES

          

          HENRY L. HERZ

        

      

    

    
      It struck me that Beetlejuice from Beetlejuice Beetlejuice (starring Michael Keaton, 2024) is a form of genie. In addition, there have been several other recent movies and TV shows featuring more traditional genies, including Genie (starring Melissa McCarthy, 2023), Three Thousand Years of Longing (starring Tilda Swinton and Idris Elba, 2022), and The Lamp episode (2022) of What We Do in the Shadows.

      All these genie-centric shows brought to mind the 1891 fantasy short story, The Bottle Imp, by Robert Lewis Stevenson. Stevenson was a Scottish author known for his acclaimed poetry, short story collections, and literary and genre fiction, including A Child’s Garden of Verses, New Arabian Nights, Treasure Island, and The Strange Case of Dr. Jekyll and Mr. Hyde. He considered himself sharing the literary goals of fellow Scottish novelist Sir Walter Scott—“a storyteller with an ability to transport his readers away from themselves and their circumstances.” His essays, A Gossip on Romance and A Gossip on a Novel of Dumas’s, demonstrated a focus on entertainment rather than instruction.

      Yet I would argue that genie stories, in general, and The Bottle Imp in particular, not only entertain us but also teach us something insightful about human nature. Since not everyone has read the story, here is the salient element.

      The magic item in The Bottle Imp is (surprise!) a bottle containing an imp. Not just any imp, but an imp who grants all the owner’s desires—a genie without a three-wish limit, just like Barbara Eden in I Dream of Jeannie. Mansion, Lamborghini, Learjet 45, your own private island, health, stunning good looks. They can all be yours! But unlike with sweet Barbara, there’s a catch.

      Well, actually several catches, and, oh, what a devious trap they set. First: the bottle can only be sold for less cash than the owner purchased it. Nice try, but no fractional Bitcoin transactions are permissible. Second: the bottle may not be given away or discarded. Not so bad. Third: the owner must explain all the rules to prospective buyers. That seems fair enough. Fourth: If the owner dies without having first sold the bottle, then his soul will burn for eternity in Hell.

      Well, that isn’t very appealing at all. Hard pass.

      Still, the bottle is quite alluring, being reputed to account for the successes of Napoleon and Captain James Cook. Over the years, its price has diminished to fifty dollars. Not a huge price, but still, it leaves room for up to 4,999 transactions if the price is reduced by one penny per sale. So far, so good.

      Assume for the sake of discussion that, even if you’re an atheist, the penalty is indeed an eternity of torment. Also, assume you’re not a masochist, so an eternity of torment is to be avoided at all costs. Also, assume you cannot outsmart the imp’s rules by subsequently wishing to cancel the transaction, wishing someone buys it for more than you paid, wishing the bottle’s penalty nullified, or wishing you can abandon ownership without selling the bottle. In other words, the rules are the rules. If you want to own the bottle, there is no way to avoid the concurrent risks. Personally, I wouldn’t suggest owning it for more than a couple of minutes. Make your big wishes and get out. Lastly, and I beg your pardon if I’m wrong, let’s assume you would not buy to bottle with the intent of consigning yourself to eternal hellfire in order to altruistically wish away all the world’s illness and war.

      With those ground rules, would someone buy the bottle for $49.99?

      The story’s protagonist, Keawe, buys it, and I suspect many real people would, too. After all, they could purchase it for $49.99, use it briefly to fulfill all their wishes, and then sell the bottle for $49.98. Let’s ignore the fact that, at least in the story, your gain can come at someone else’s loss.

      Is there a way to analyze whether it would be reasonable to follow Keawe’s example? Yes, we can consider the situation with a logic technique called recursion. Recursion involves a base case along with a series of recursive steps that reduce all successive cases toward the base case. This explanation will be clearer with an example.

      Starting with the base case, would someone purchase the bottle for one cent, knowing there can be no more buyers? Hell, no! Literally, because buying it without the ability to sell it is consigning oneself to hell.

      Next, consider whether someone would buy the bottle for two cents, knowing that, by the unbreakable and unavoidable rules, they would have to sell it to someone for one cent? Logic would insist no, since we just established in the base case that no one would be self-destructive enough to buy the bottle for one cent. This is the first recursive step.

      If no one would buy the bottle for two cents (for the reasons just explained), then who would be foolhardy enough to buy it for three cents? Logically, no one! Ditto for a price of four cents, and so on. Recursion thus proves that there is NO price at which a logical person (by my definition, someone who wishes to avoid eternal damnation) should buy the bottle.

      Yet multiple bottle sales happen in the story. Further, when I presented the theoretical offer to buy the magic bottle for $50, real-life people consistently accepted. Why? Two reasons come to mind, neither of them shining a flattering light on human nature.

      First, a lazy thinker might buy the bottle without making the effort to conduct the analysis just covered. They may figure, there are plenty of sales prices lower than $50, so I can easily find the next buyer. And who knows, maybe they’d make their wishes and get lucky enough to find a similarly minded person to buy it from them. Very risky.

      Second, a selfish person could buy the bottle fully understanding the risk but planning to sell it to either an intellectually lazy person (as described above) or planning to take advantage of someone incapable of comprehending the peril their purchase would entail. Risky and jerky.

      In conclusion, despite his stated goal of solely entertaining, it appears Mr. Stevenson has used a genie to demonstrate something very unflattering about human nature—that we have among us a plentiful supply of slackers and jerks. But don’t lose hope. The main characters of his story also demonstrate noble behavior. How? I hope you’ll read his story to find out.
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          GRANT BUTLER

        

      

    

    
      
        
        “Sleepy Hollow endures as a piece of American cinema not just because it’s well made and has superb atmosphere, incredible visuals, and excellent performances but also because of its groundbreaking source material and what it has to say about America as it came to be.”

      

      

      The fall of 2024 marks 25 years since Sleepy Hollow (Paramount, 1999) was released to the public. Directed by Tim Burton, it’s a loose adaptation of the Washington Irving story “The Legend of Sleepy Hollow” that centers around New York City police constable Ichabod Crane (Johnny Depp) being tasked with getting to the bottom of several murders committed in the town of Sleepy Hollow. Received favorably by fans and critics alike, its accolades include an Academy Award for Best Art Direction. Looking back after all this time, there is no doubt that Sleepy Hollow has endured in the minds of cinema fans because it’s incredibly unique. But what exactly makes it stand out from numerous other films?

      Part of that is due to Tim Burton’s direction. The subject matter suits his personal style and interests incredibly well, and it results in one of the most uniquely atmospheric movies out there. From the moment it begins, Sleepy Hollow completely immerses you in its world.

      But that isn’t the main reason Sleepy Hollow is such a unique experience. It stands out from most other movies because of the time period it takes place in, as it’s about a very specific period in time, right after the American Revolution but before the dawn of the Nineteenth century. This is important because while there have been numerous films about American history and the American Revolution, this unique era has not often been seen in cinema.

      When we first meet Ichabod Crane, he’s imploring people to move away from the superstitions of the past. But he isn’t just talking about the past in a historical sense; he’s talking about finally doing away with all the old ideas that were taken from Europe but weren’t entirely discarded after the Revolution. To people of that time, “the past” meant not just a time before American independence; it meant ancient European ideas and methods. Ichabod’s speech to the court right before being assigned to investigate the Sleepy Hollow killings highlights this point because he specifically references the use of “medieval devices of torture.”

      What Ichabod is really saying to his audience is that he wants them to solve crimes by discarding outdated and unhelpful methods taken from Europe and instead adapt new techniques for a new American society. The Burgomaster (Christopher Lee) understands this because he wants not just to send Ichabod to solve crimes using these methods but to do it in an area where the people are more likely to be open to them. When assigning Ichabod to Sleepy Hollow, the Burgomaster specifically notes that they are not just farmers but mostly Dutch. This is significant because not only does it highlight how strongly what country you originally came from meant in terms of your identity and how you were perceived, but the Dutch Republic was one of the countries that contributed aid to the Revolution. So this means that the Headless Horseman (Christopher Walken) is not only the ghost of a mercenary who fought for the British during the Revolution, he is killing some of the most prominent people in a community who originally came from a country that gave aid to the American colonists fighting for independence.

      The fact that Ichabod is a New York City police constable and the exchange over getting rid of outdated methods takes place there is equally important. During the American Revolution, both the State of New York and New York City were well known to have a significant number of citizens who opposed American Independence and wanted to remain British subjects, known as Loyalists.

      Sleepy Hollow has much in common with John Carpenter’s Halloween (Sony, 1978) because they both revolve around what are essentially ghost stories that represent a very specific image of America and what was on the minds of Americans at a given time. Halloween is a tale about the social panic of what may have been lurking behind every well-maintained suburb in America in the 1970s, whereas Sleepy Hollow is all about the Revolutionary War and the founding of America as we know it today. It’s explicitly stated to Ichabod Crane that the Hessian mercenary they know as the Headless Horseman not only specifically came over to fight for the British against the American Revolution, but he came because it was a perfect opportunity to satisfy his appetite for killing.

      Halloween’s Michael Myers and the Headless Horseman have much in common, not just because of a seemingly endless desire to kill but also because they are both faceless threats lurking in seemingly prosperous and respectable communities. In many ways, the two films are bookends of the first two hundred years of the United States. While Sleepy Hollow is all about the uncertainty lurking behind the new nation, Halloween was filmed and released soon after the American bicentennial in 1976 and shows how, despite everything seeming tranquil, there could be darkness lurking there.

      Aside from the general plot, Sleepy Hollow’s focus on the American Revolution is even more striking because, with the exception of Johnny Depp, Christina Ricci, Christopher Walken, and several others, the cast is filled with British actors. Even the specific point in the film takes place—in the 1790s—it is important to remember what was happening at that exact moment in American history. Since Sleepy Hollow is set in the fall of 1799, the events Ichabod is sent to investigate happened just before the death of George Washington in December of that year.

      The final aspect that makes Sleepy Hollow so unique is its source material. The original story by Washington Irving was published in 1820, just two years after the publication of Frankenstein by Mary Shelley. The idea of a uniquely American cultural identity is at the heart of both the film and the original story because, at the time of its publication, American literature and American fiction, in particular, were in their very early stages. “The Legend of Sleepy Hollow” predates virtually all the most famous American literature of the Nineteenth century, whether it’s by Mark Twain, Nathaniel Hawthorne, or even Edgar Allan Poe.

      What the original story does that the film captures (despite all the surface-level changes) is how it takes ancient literary storytelling elements and uses them to tell a story that is uniquely American and connects to America’s past specifically. It wasn’t just literature; it was part of what was then a brand-new concept called American literature.

      Sleepy Hollow endures as a piece of American cinema not just because it’s well made and has superb atmosphere, incredible visuals, and excellent performances, but also because of its groundbreaking source material and what it has to say about America as it came to be.

    

  


  
    
      
        
          
          

          
            THE LE GUIN STORY THAT’S SCARIER THAN OMELAS: WHY “WAKE ISLAND” DISTURBS ME

          

          PRIYA SRIDHAR

        

      

    

    
      A dystopia hidden within a travelogue to other worlds.

      I’m surprised when people talk about Ursula K. Le Guin, they don’t mention her short story “Wake Island”. It comes from her collection of short stories, Changing Planes (Harcourt, 2003), which is about how certain people can travel while their flights are delayed. I read it as a kid, and the implications of the story stayed with me as an adult. It also explores why sleep procrastination, when your own mind turns against you, remains scary.

      Most people talk about “The Ones Who Walk Away from the Omelas,” which is more a thought experiment than a story. “Wake Island,” however, shows a world that is not an experiment; the societal horrors are very real. You can believe that Omelas is a true paradise that doesn’t have a dark underside; Wake Island does not have that privilege. Far from being an escape, it is a logical nightmare.

      
        
        The Changing Planes Gist

      

      

      Most of Changing Planes focuses on different worlds that the narrator ventures into, using the power of her mind and boredom. They tend to be harmless for the most part, such as in a world where teddy bears are reared as actual pets for children of royals and the rich who desire to be poor to get the status that goes with it. A few worlds have more sinister sides, like those who engage in arms races over a small piece of land or have locals exploited for tourism. Each plane’s dark side is a mirror of our own.

      Generally, there are no consequences to this sort of travel. You can spend two weeks on one plane and return just in time to make your flight without having to rush. And the narrator talks about how this experience can expand your worldview, or narrow it if you’re that kind of tourist. Slowly, however, the tales start edging away from a comedic angle to one that is truly disturbing.

      
        
        “Wake Island”

      

      

      In “Wake Island,” one plane comes up with an experiment to free people from sleep. They start with willing test subjects: parents who are expecting children. Then, this new generation will learn never to sleep. Surely, nothing can go wrong. After all, if you don’t sleep, then you can get more work done! Perhaps you can create a more functioning society. Or, as this plane theorizes, you can unlock “lateral genius” and shed a part of an evolution that no longer seems necessary. Humans evolved, after all, and we can keep progressing.

      In a compound, the scientists start teaching the babies and children to go without sleep for hours. At first, it seems to go well. Then, the growing children start demonstrating erratic behavior. Without sleep, they don’t respond to education or demands. They barely seem to be aware of their surroundings while keeping their eyes open and their bodies moving. Instead, they walk like zombies and act independently of the adults who are brought to monitor them. Both the scientists in charge and the parents come to lose control, with tragic consequences.

      For those who know science, sleep is the time when the brain recharges. Cells repair torn muscle tissue and address injuries, if any, acquired during the day, while the mind clears our subconscious with dreams. Sure, our brains sometimes lie to us by saying that being awake has many benefits. In most cases, however, a good night’s rest can make all the difference. And when you have insomnia, sleep procrastination, or both? You become paranoid that your own mind is trying to sabotage you.

      Le Guin makes this an analogy about parenting. Each family wants the best for their kids in an ideal world. They may, however, have some misconstrued ideas about what that means. And when a parent imposes that idea on a kid who rejects it, the clashes of wills can lead to verbal or physical altercations. The child is raised broken, with resentment and hurt. And for the kids without sleep? They don’t have the means to process such trauma and have to act it out in other ways, hurting their parents in turn. The children also don’t know the meaning of boundaries with each other, becoming practically feral.

      The worst part about the story is that the experimental children are left to fend for themselves after they were raised that way. While one can visit from a distance, apparently, the government that ordered this nurturing has written them off as an embarrassment. We don’t hear if anyone has taken accountability, apart from some of the parents who didn’t need intensive therapy after the experiment. No one paid for the consequences, except the children rejected by a world that made them that way.

      
        
        Sleep Tight

      

      

      With all this context, I maintain that people should be talking more about “Wake Island” when going into Le Guin’s more dystopian works. It shows actual horrors that can happen with science gone wrong and what the cost of a “perfect” society and progress may be. And it’s a reminder to embrace our imperfections because perhaps they exist for a reason. Sleep helps us survive, while dreams allow us to live.

    

  


  
    
      
        
          
          

          
            WRITING ROMANCE AS AN AROMANTIC WRITER: SAILOR MOON AND HOW PORTRAYING LOVE AND ROMANCE IS COMPLICATED

          

          RAMI UNGAR

        

      

    

    
      I’m fascinated by romance. I have been since I first watched Sailor Moon as a kid. Watching Usagi and Mamoru (or as they were known then, Serena and Darien) fighting to protect each other and, at times, even sacrificing themselves because of the intensity of their love, I was in awe. Unlike the Disney movies I’d seen before, where “love” and “romance” weren’t really explored beyond a cog to keep the plot moving, Sailor Moon showed me what love was: a desire for another person and a need for them to always be nearby, but also a willingness to fight and even die for their beloved’s life and happiness. That love set a high bar for me and would influence the romantic subplots I would include in the stories I would later write.

      It would be several years before I realized that while I loved the idea of romance and loved writing it, I had no desire to experience it personally. I was, and still am, aromantic.

      If you’re unfamiliar, aromantic people, or aro for short, are people who do not desire or experience romantic love or attraction. Some of us are also asexual and have no interest in sex, though not always (I myself am bisexual). And no, this cannot be changed by just trying to fall in love or “meeting the right person.” Aromanticism is as genetic as hair color, eye color, or sexuality. Even if I could change it by finding “the right person,” there are seven billion people on the planet. That’s way too much work! I have a better chance of winning the lottery.

      That being said, there are aromantic people who do have long-term relationships that resemble romantic ones. The couples care for one another, enjoy each other’s presence, and do a lot of normal couple things. But they may not have sex, feel the need for romantic gestures, or have the emotional intimacy that a romantic couple would display or need. It’s not for every aro person, but there are people like that out there.

      And guess what? You do sometimes see characters and couples like this in our media. In The Owl House, supporting character Lilith is confirmed aromantic and asexual, though she becomes very close to her sister’s house demon Hooty. In Japan, a TV miniseries called Koisenu Futari, or “A Couple Without Falling in Love,” followed a pair of aromantic, asexual teens in a relationship. And last year, Marvel’s character Gwenpool (basically Gwen Stacy meets Deadpool), realized she was asexual and aromantic while in a brief relationship with Julie Powers.

      Now, returning to the main subject of this article—writing romance as an aromantic writer—let me be clear: I am not a romance writer. I am a horror writer. Ghosts, monsters, serial killers, and malevolent entities that prey on humanity? That’s my thing. But I enjoy putting in a romantic subplot or strong romance element to the stories I write. This can be seen the most in my Victorian Gothic horror novel, The Pure World Comes, about a maid who goes to work at the home of a mad scientist. In between terrifying manifestations of monster hands in the bathroom and Jack the Ripper in the library, several pages are devoted to the budding attraction between the main character, Shirley Dobbins, and Griffin Avondale, the nephew of Shirley’s master.

      Now, you may be wondering how someone who cannot feel romantic love and has no desire to be in such a relationship can write those plots and subplots. Well, it helps that, unlike other aro people out there, I can at least understand romance from an intellectual standpoint. For others like me, even a theoretical view of romance is a bewildering one. But even with that advantage, I still don’t have any personal experience and am unlikely to seek it out any time soon. And I can’t exactly follow my friends or family around and study their interactions. I don’t want to be charged with a crime.

      So, how do I learn about romance, let alone portray it in my stories? The same way any writer learns about a subject they are unfamiliar with or unlikely to experience themselves: lots and lots of research. And, for better or for worse, there is a plethora of material to use for research. The romance industry is a billion-dollar-a-year industry, with tens of thousands of new titles released every year. And outside of the romance genre, books, movies, comics, TV shows, music, manga, plays, and art often have romantic subplots that help carry the main stories and keep audiences interested.

      Through this glut of materials, I have been able to learn not only the tropes of romance but also what counts as a good or bad portrayal and how to recognize them. For example, I’ve come to reexamine my beloved Sailor Moon and realize that as much as I idolize the love affair of Usagi and Mamoru, it’s pretty messed up in some areas. Depending on the adaptation, Mamoru is a lot older than Usagi, which makes it kind of creepy, and Usagi is kind of possessive when it comes to her man. Even her own friends or their future daughter aren’t immune from her ire if she thinks they’re getting too close to him. It’s played for comedy, but still, Usagi, chill out!

      It’s also made me realize that a lot of famous “love stories”—Romeo and Juliet, Cosette and Marius Pontmercy, Cinderella and her Prince Charming, etc.—are based on love at first sight. This has led to a further realization that these characters aren’t in love or in a romance: they’re feeling a crush or initial sexual attraction. And while that’s good enough for fairy tales or for formats where the main romance must be established quickly, like ballets, it’s something that I’ve come to realize doesn’t usually work in real life. And it’s not something I like writing into my stories, even though I write about much more unbelievable things every day.

      And finally, maybe it’s because I’m aro, and outside that experience, I’ve come to realize how much emphasis many people put on finding and staying with a romantic partner, sometimes to their own detriment. I read advice columns every day, and many letters come from people, men and women, who are wondering how to fix a relationship that doesn’t seem to benefit them in any way, but they love their partner, or the latter makes them feel good, or they don’t want to leave for one reason or another. It makes me realize that, while I can’t feel that sort of love and attachment, I can sympathize with how difficult their situation is and how there are many reasons for any one person to be in these relationships. Even if doing so might not be in their or their partner’s best interests.

      All this has helped me come to an important conclusion about romance and its fictional counterparts: love and romance are complicated. They require hard work, constant communication, and are never perfect. Love at first sight is popular but unrealistic and is more likely a sign you want to sleep with someone rather than spend the rest of your life with them. Also, portrayals of love should more often portray important factors such as partners being on the same page about work, finances, children, and all the other things that are not incidental or can’t be compartmentalized in life. Not just how passionate they are for one another or how long that fluttery feeling in your chest lasts.

      And perhaps we can do more to portray romances dying. Not because of a lack of passion, but for all the normal reasons. Differing life goals, disagreements that can’t be resolved, even the darker things that normally aren’t talked about. That should be portrayed, too.

      This is how I, as an aro writer, approach romance in my work. Granted, how well I do this will vary from story to story, and my experience is different from other aro writers. And, in the future, I do want to write more characters who are openly aro like myself. Maybe even ones who are in relationships with partners who, if not also aro, are at least understanding and accepting of an aro partner. More likely, I would like to write characters who are happy as they are and don’t feel the pressure to change or lie to themselves.

      Still, I know one thing for sure: when I’m writing a romantic subplot, I want my readers to look at my characters and have the same reaction I had as a child to Usagi and Mamoru on Sailor Moon. I want them to think, “Now, this is how you portray romance.”

    

  


  
    
      
        
          
          

          
            HEAVENLY CREATURES, 30 YEARS LATER: A HORRIFIC CRIME BORN FROM FRIENDSHIP

          

          PRIYA SRIDHAR

        

      

    

    
      Heavenly Creatures (Miramax) is 30 years old. The movie is a 1994 biopic directed by Peter Jackson (before LoTR fame) about Pauline Parker and Juliet Hulme, two girls convicted of murdering Pauline’s mother, Honorah Parker, in 1954. A friendship blossoms between the two girls, bonding over childhoods spent with chronic illness and wanting to write about a fantasy world where Orson Welles inspires a murderous prince and fictional royalty revels in tormenting plasticine masses. Yet this friendship ends in tragedy, as life circumstances and concerned adults worry that the relationship will lose its healthy boundaries. The concerned adults, however, are just as flawed, and their actions make the relationship even less healthy.

      I first heard about the film when an art teacher mentioned I was like a character in The Simpsons parody of Heavenly Creatures. Naturally, I was offended when I understood the full context, but I did want to see the movie to form my opinions about the tale. It is also fascinating to see Peter Jackson’s work before The Lord of the Rings cemented his director’s reputation.

      For the record, while I am listening to videos and reading about the real-life murders to inform this article, most of my analysis will come from the movie. The real-life case has more history and nuance than I can cover, requiring presumption about the girls’ motivations. In addition, murder is still murder, and no one can condone such an action.

      
        
        A Driving Question

      

      

      The movie deals with the horrors of matricide and the motives for a cruel murder. According to documentaries, the crime shocked the surviving parties, as well as Christchurch. Eyewitnesses claimed they saw Juliet and Pauline laughing when they washed off the blood after the deed at a tea kiosk in the park. Pauline’s diaries provided the motive that she was sure her mother was an obstacle to the happiness she and Juliet would share.

      Jackson mainly wants to ask why. Why did these two girls engage in such a crime, and what motivated them? Jackson simplifies reality to emphasize that the murder was not okay or justified in any way, while still humanizing both protagonists. As Azar Nafisi would say, he used the power of story as a democracy to give people involved a chance to speak their piece long after many of them had passed in real life. One could argue that he succeeded, as Kate Winslet transitioned from a child star role to a starlet icon in the movie Titanic, which came out a few years later.

      
        
        The Hazards of Social Isolation And Generational Trauma

      

      

      Both Pauline and Juliet’s parents note that the girls are not good at making friends. At the least, Juliet isn’t; Pauline gets along well enough with her classmates at the beginning of the film. She does well enough in school, at least before becoming obsessed with the Fourth World. Yet she lives under the shadow of her mother Honorah’s affair and determination to give her daughter a better life. Honorah’s good intentions border on both emotional and physical abuse.

      Juliet displays arrogance due to her wealthy background and class. She has never known the financial hardships of having parents who work long hours. Instead, she nurtures abandonment issues and resentment about her life. Juliet’s main struggles are physically traumatic since tuberculosis necessitates her isolation, and her parents tend to travel when she has to stay.

      Juliet’s arrogance rubs off on her best friend; Pauline starts failing her classes, which leads to her parents pulling her out of school and making her get a job. Pauline believes she can access another world where she and Juliet rule together. Nothing matters but the Fourth World, the royals that drink wine and explode banners.

      Sickness bonds the girls. Juliet has sustained tuberculosis since she was young, with flares that crop up at the worst possible times. Even in the 2020s, TB is contagious, and during the 50s, the disease isolates her by default when she has a flare. She has to go to a sanitarium to recover, with only letters as her form of communication and no visitors. Pauline sustained osteomyelitis since she was a child and bone infections in her leg. This means that she had to sit out of many school activities and still has scars. Juliet claims they both understand what it’s like to be sick and singled out.

      The other part of the bond is that their parents have a certain image of how girls should act and are aghast when neither of them conforms. Honorah Parker and Herbert Rieper believe that Pauline should stay quiet, finish her studies, and listen to the records they gift her; she only appreciates the last part. While Dr. Hulme and Hilda Hulme try to show reason and patience for Juliet, who is a teenager and a little spoiled, their mistakes also affect the tragedy and the motivation behind the murder.

      Rebellion becomes liberation, but without temperance, they both cross the line. Namely, the girls forget that other people exist. Juliet’s own brother disappears at some point in the movie, and she barely mentions him. (He’s alive in the film, but he was just sent to another place to finish his schooling.)

      The girls lack healthy outlets to process their mutual traumas. Neither of them trusts therapists, for a good reason, and as a result, they can trust no adults. Pauline lashes out at her mother, Honorah, when her status quo is threatened, while Juliet vents at her father for leaving her when her sickness becomes contagious and her mother for nurturing a selfish affair with a lodger. While they use fictional characters shaped from Plasticine to create heroes and villains, Diello and their royal lives dictate the girls’ lives in their fantasy novels concerning the Fourth World. One could argue that creating evil characters allows for cathartic control, something their actual life lacks.

      Juliet has abandonment issues combined with chronic illness. She notes with bitterness that her parents left her in the Bahamas “for her health” and rarely visited. New Zealand was supposed to be a fresh start. Yet her idyllic family life falls apart in a matter of months with her mother’s affair and Dr. Hulme losing his job at the university. No one states it, but the implications hang that Hilda’s affair forced Dr. Hulme to resign. Juliet yells at her parents that they plan to send her to South Africa, where the climate is better, and her father can support her while working in London. In her mind, Pauline is the only one who has never left her. Pauline wrote her letters when she was sick and stood by her when teachers deemed her arrogant.

      
        
        Types of Love

      

      

      One irking scene is when Pauline’s parents take her to a therapist after suspecting that her relationship with Juliet is unhealthy. Dr. Bennett does have some sensible advice, primarily that there is no shame in having more than one friend, and you don’t have to limit yourself. Yet he is dated by the homophobic beliefs and tells Honorah that Pauline is in love with Juliet. He believes the crush will fade over time, as Pauline insists that girls are “silly” and lies that she prefers boys. It seems that he and Honorah have forgotten that Pauline was dating a boy earlier and pursued a semi-serious relationship with him.

      Some reviewers have talked about viewing the film through a queer lens; they discussed the sense of rage that builds when you’re a teen being told your existence is immoral and that you can’t be your real self. They also expressed how the Fourth World felt safe in what it represented, where the girls could relish the arts and be celebrated as queens. At the time the film was released, there weren’t many films showing the gray areas of LGBTQ relationships, so it makes sense that some viewers took that interpretation.

      As a queer person, I don’t believe that the movie shows a queer relationship. Why? Because I have been in friendships that have become obsessive or toxic. In some cases, a person will try to take over your life with their trauma and input, and you use up all your energy to accommodate them, or vice versa. That doesn’t need to be romantic. And to a lesser extent, the implications of having two girls commit murder because they were in love are a bit too homophobic for my liking, even for 1990s Hollywood.

      There is more than one type of love, and many can become obsessive. Some friendships can become this way, as can familial bonds.

      Did Pauline and Juliet’s relationship go this way? Yes, I believe so. One of their final deeds before the murder is burning Pauline’s records, an act of commitment. They both loved the tenors who crooned arias, who were real people and entertainers. Yet that love of a healthy hobby didn’t matter in the face of planning for such a deed.
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