Bachelor Thesis

Roos Reijbroek

Bachelor Thesis

Roos Reijbroek


[image: image1.jpg]



“Deny Me and Be Doomed.”

To-be-seen-ness and relations of power in Hedwig and the Angry Inch

Bachelor thesis
Roos Reijbroek, 3212467
Theater-, Film- en Televisiewetenschap & Genderstudies
Supervisor:
Dr. Kathrin Thiele

April 5th, 2011

[image: image2.jpg]




“Deny Me and Be Doomed.”

To-be-seen-ness and relations of power in Hedwig and the Angry Inch

Bachelor thesis by Roos Reijbroek, 3212467
Index

Introduction










3
Dimension of Location








7
Heteronormativity









12
Conclusion










17
Literature










19
Media











20


Introduction

“Absolute Macht verdirbt den Charakter. (…) Machtloss zu sein ist besser, mein Junge.”

Mother Hedwig speaks to little Hansel and tells him that being powerless is to be preferred above having absolute power. When translating the German word Charakter, it can mean personality, but also temper or spirit. Not only your ethics regarding other people, but possibly also your joy in life, can be ruined by attaining absolute power, she says.

This quote, which so directly addresses problematics of power, is characteristic for the rock musical Hedwig and the Angry Inch (2001, USA). The film starts in medias res, but gradually the following plot reveals itself. Hansel longs to get out of East-Berlin. A chance presents itself in the American Luther but, in order to marry him, there has to be evidence that Hansel is not a man. They decide to remove his male genitals and after the surgery, Luther and Hedwig (former Hansel) marry and move to the United States. Soon after they arrive, Luther leaves Hedwig. Hedwig scrapes money together with babysitting and prostitution. She falls in love with Tommy, with whom she starts to write music. As soon as Tommy finds out that Hedwig has an “angry inch” in stead of female genitals, he runs off and makes hits out of their rock songs, while Hedwig has to fight in order to do concerts and earn the fame she believes belongs to her.

In this thesis, I will focus on the relations of power that influence Hedwig on her way to acknowledgement. This issue can be caught in this quote by Judith Butler: “”imitation” is at the heart of the heterosexual project” (Butler 1993: 125). Hedwig experiences severe trouble with being a transsexual in a binary arranged world and in her encounters with heteronormative relations.

The importance of this analysis can be found in a broader perspective. Hedwig and the Angry Inch illuminates the problematic relationship transgenders have to the world they badly try to become part of. It shows how there is hardly any place for a site in between the binary oppositions of man and woman. My reading of the film focuses on the discursive lack of in-between-space and how Hansel/Hedwig deals with that.
I will analyse this film on two levels, starting with the dimension of location. The influence of the Berlin Wall on Hedwig and her life is indispensable, but her American life is also not as free and independent as she expected it to be. Secondly, I will discuss the heteronormativity that is presented in this film and to which Hedwig has an ambivalent stance. 

My argument finds its basis in theories on power by Michel Foucault. I apply a broad definition of the concept of power, that derives from thinking on the Panopticon prison and to-be-seen-ness (Foucault 1995). To Foucault, the Panopticon is a disciplinary mechanism (Foucault 1995: 197). It is a prison, which architecture makes it possible for the prisoners to be seen in their cells, at every moment of the day. The cells have a window on the outside and on the opposite, the inside, so that the light shows their movements. The guards can keep eye on them from the middle of the building; there stands a tower, in which it is completely dark. The prisoners can never be certain if they are monitored, so they will start behaving as if they actually are monitored all day long. Put in other words: without any physical pressure, even without the physical presence of a guard, a delinquent behaves correctly (Foucault 1995: 200-202). “He is the object of information, never a subject of communication” (Foucault 1995: 200): s/he can be controlled beyond his/her own power. 
This situation of monitoring is not something merely reserved for a Panopticon prison. It can be seen in a more symbolic order in everyday life in contemporal society (Foucault 1995: 205). In my reading, this can be called a situation of Panopticism: someone feels monitored and translates that feeling into behaviour and, mostly, this behaviour meets the norm. This thus does not necessarily needs to take place in an embodied dense space.
The Panoptic pressure, to which every person in a society is exposed, makes one behave in a certain manner. This is originally caused by the possibility of discipline when one does not fit with the norm. The pressure to behave comes from within, from the social order that everyone is part of. “The disciplinary mechanism will be democratically controlled, since it will be constantly accessible ‘to the great tribunal of the world’” (Foucault 1995: 207). The things we call “values” or “good behaviour” are products of this “tribunal of the world”. They are an imprint of what you can and cannot do. 

One of the main conditions to make panopticism work is to be seen. “Visibility is a trap,” as Foucault puts it (1995: 200). As soon as one can be seen, one can be watched or monitored, so one can be punished for not behaving according the norm. To avoid punishment, one starts behaving to (unspoken) standards at forehand.

This punishment is not, as it would be in the prison, one that is necessarily exercised by a governing power. Panopticism

arranges things in such a way that the exercise of power is not added from the outside, like a rigid, heavy constraint, to the functions it invests, but is so subtly present in them as to increase their efficiency by itself increasing its own points of contact (Foucault 1995: 200).
Eventually, these adjustments come from within, when a person is fully accustomed to the system s/he lives in. This way a system is constructed and maintained. Every (so-called) newcomer gets disciplined, learns how to behave according to the norm and in the end, disciplines others as well (Foucault 1995: 195-228). Power is exercised by institutions such as governments, schools and hospitals, but thus also by family, friends and eventually the self (Foucault 1982: 780). Panopticism structures the possibilities for individuals; to make sure that they fit in to the patterns which are necessary to retain the disciplinary society as an economic and productive whole (Foucault 1995: 208, 215-216, 218).
Power relations, then, are the complex system of (partially unspoken) rules and agreements one is to behave according to. What follows out of that is the definition of the term “discourse”: this is a framework, it provides a language in which there can be spoken on a certain topic. It covers all that is said on this topic, and, with that, leaves gaps on things not (yet) discussed (Foucault 2005: 23-28).
Thus, I will use power relations and to-be-seen-ness as tools to counter politics of locations and heteronormativity in Hedwig and the Angry Inch. Foucauldian theory will be the fundament, but the bricks and cement come from theory by Adrienne Rich, Gayatri Spivak and Judith Butler. 
When discussing a filmic text, one can choose from several methodologies to analyse. Although I connect to Spivak and Butler, I will not use psychoanalysis as a method. I will make a content analysis on the level of narration, without taking it to an actual narratological level. The narrative in Hedwig and the Angry Inch is the basis for this discursive analysis. My goal with this analysis, is to illuminate how heteronormative relations of power suppress my protagonist, but how s/he also is a practitioner of these norms.
Before I take off, there is the practical problem of naming the protagonist. In this narrative, the protagonist changes his/her name and passes as woman as well as a man. Throughout this analysis, I will call the protagonist by the name that s/he takes on at that moment (Hansel or Hedwig) and will refer to the personal pronoun that fits with the gender s/he carries out. Besides this, there is also the case of  the protagonist using the name of his/her mother, so to prevent ambiguity, when I speak of the protagonist’s mother, I will call her “mother Hedwig”.


Dimension of Location
In her speech on politics of location, held in 1984, Adrienne Rich explains that “a place on the map is also a place in history within which … I am created and trying to create.” (Rich 1984: 8). She takes this to the female body as a location, as a site at which events occur or happen to, but also names that an individual is situated in an environment, such as a house, a city, a nation-state, a continent or another category (Rich 1984: 8-9). She sees that an individual is formed by its environment and longs to find a way in which it can express itself in this environment. She stresses specificity: “where, when and under which conditions have women acted and been acted-on, as women?” (Rich 1984: 10). Thus, an individual is formed by the environment and is given certain possibilities and boundaries.

Adrienne Rich comes from a lesbian feminist perspective, so her focus mainly lies on women, and especially on those who love women. The question she asks, however, can be of use for my research here, when adjusted to my protagonist: where, when, and under which conditions is Hansel/Hedwig acted upon as a sexually non-normative individual? And added to that, how does to-be-seen-ness play a role in that? To form an answer to these questions, I will first sketch the geographical and political situation Hansel grows up in and emphasize how to-be-seen-ness plays a role in that. Then I will analyse the situation Luther brings Hansel into and how this makes Hansel struggle with his queer identity and body. In the end of this part on location, I will elaborate on the situation of Yitzhak, Hedwig’s husband. 
The plot of Hedwig and the Angry Inch starts in 1961, Hansel’s year of birth, in Berlin, Germany. The Berlin Wall went up and mother Hedwig “threw [Hansel] into a wheelbarrow and headed East”. Communist East-Berlin is separated from West-Berlin and with that, from Western Europe and capitalism. As is explained in the opening track in Hedwig and the Angry Inch, “the world was divided by a cold war, and the Berlin Wall was the most hated symbol of that divide”. The Soviet Union and the USA did not attack each other, but they threatened each other with the possibility of embodied war. An ever present tension was the result.
The ironic voice-over of Hedwig tells us that her mother had a job “teaching sculpture. To limbless children”. The roots of this remark can be found in the Communist economic ideology. Everyone would have a job, regardless of one’s (dis-) abilities. This gives one a daytime activity, but it also makes one dispensable. Feelings of responsibility are useless: everyone gets the same wage, regardless of one’s effort, and no one has the fear of being workless. Apathy and disinterest were common.

Hansel suffers from the smothering force the Wall breathes out. This phenomenon of claustrophobia and a sense of home-sickness to freedom many East-Berlin citizens felt, is now reckoned as Mauer Syndrom. Hansel is desperate to get out of the Communist nation. His possibilities in developing himself lie in the academic study he enrols in and in the safety of having a job in the future. His ambitions however, lie elsewhere. As a child, he listens to American Forces Radio, dreaming of the American life. From the radio, he knows there is a big rock & roll scene in America in which gender is twisted, queered. Making rock & roll music and engaging in same-sex relationships are his stuffing for the shell of the American Dream. “Being a “Young American””; this he perceives as ultimate freedom. The suffocating Wall has made Hansel desperate to become noticed as an individual. He is willing to suffer for approval and affection. America becomes Hansel’s utopia.

Looking from a Panoptic perspective, this is a very ambivalent situation. Hansel does not fit the Communist norm with his queer gender and sexuality. In a society where the individual is subaltern to the mass, the individual must not stand out. To-be-seen-ness here can be approached from two sides: in Communism, one is supposed to be invisible in the mass, so to-be-seen-ness is highly avoided. But to maintain this mass, this balance, this system, one is continually monitored, thus to-be-seen-ness is a part of everyday life. Foucault’s famous sentence “Visibility is a trap” (Foucault 1995: 200) gets double layered here; one is trapped when one is visible, but also one is trapped by relating to visibility in the first place. 
Hansel is (speaking with Rich) created or (speaking with Foucault) disciplined by his environment and through that, knows that he cannot escape the power of Communism when he stays the East-Berlin side of the Wall. On the one hand, the locked-up situation Hansel grew up in, made him anxious to not be a part of the norm anymore. He wants to be seen and longs for individuality and he thinks to find that in America. On the other hand, there is nothing Hansel would love more than being accepted as non-heterosexual and to fit in with a norm. Hansel is torn between individual expression and acceptance, between the rebel and the norm, between being seen and being invisible, but the goal of both sides is the same; recognition for his person. 
His abrupt meet with sergeant Luther Robinson is Hansel’s first romantic and erotic encounter. Hansel is nude, sunbathing himself, when Luther approaches him and says “Girl, I sure don’t mean to annoy you”. “My name is Hansel,” Hansel says. Luther sees Hansel’s genitals and sighs: “Damn Hansel, I can’t believe you’re not a girl. You’re so fine!” Luther seduces Hansel with American candy. Hansel “recognise[s] the flavour in [his] mouth: it’s the taste of power!”. He is given the power to decide over his own faith and over Luther’s and feels the empowering rush of agency. The lyrics of the song Sugar Daddy emphasize this: “The thrill of control (…) is the sweetest thing I’ve known”. This new feeling scares him at first, but although he had a safe, uncomplicated life before, he cannot forget this taste of power and starts a relationship with Luther. Mother Hedwig has warned Hansel for absolute power when he was still very young, but Hansel does not seem to remember.

Luther embodies the solution for all of Hansel’s problems and desires: Luther notices Hansel, gives approval, shows affection and makes him feel special. And above all, Luther can take Hansel to America. Hansel’s feeling of power slowly gets undermined though by the power Luther, and thus his American Dream, actually has over him. Luther suggests that Hansel should have a genital operation in order to pass as a woman, so that they can marry and emigrate. Hansel wants to leave East-Berlin so badly that he agrees when mother Hedwig and Luther tell him “to be free, one must give up a little part of oneself”. Later Hedwig sings about this sex change operation with great anger and disgust. “The train is coming and I’m tied to the track” she sings. I interpret this as a feeling of powerlessness, which Hedwig now can identify as such. Hansel at that moment had the idea of being in control, since he was so close to his goal. Hedwig however, when looking back at the situation, sees that she was not heard, not listened to.

This connects to the stance Adrienne Rich has towards the (female) body. It is not only located in time and space, but is also a location as such. She wants “not to transcend this body, but reclaim it”(Rich 1985: 9). With the sex change operation, but also with the drag queen act the personage Hedwig is, our protagonist tries to overcome his/her body, tries to transcend it. This, Hansel/Hedwig does by an extreme form of disciplining him-/herself. At first, because he must be not-a-man, he has surgery. Then, the androgynous he becomes a she and she forces herself in the corset of femininity. She takes up stereotypical feminine manners in order to pass, while she in the end realizes that he does not want to be a woman. Nor a man. Hansel in the end wants acceptance and has tried to achieve that through manipulating his appearance so that he would meet the norm of femininity. This of course, did not bring him any of the luck he aimed for. 
This matter has of course a strong link with heteronormativity, which I will discuss in the second part of my thesis. Here, I want to focus on Yitzhak, Hedwig’s background singer. In a deleted scene, that still can be found in the extra’s on the DVD, we see Hedwig in Croatia. She waits off stage with another performer at a Barbara Streisand-evening. After their performances, Hedwig bumps into this other performer on her way out. She introduces herself as Yitzhak and proposes on Hedwig. When Hedwig chuckles, Yitzhak begs her: “Please, take me away from this living Hell.” Hedwig pulls off Yitzhak’s wig, which reveals his sideburns as an indication of his masculinity. Hedwig recognizes Yitzhak’s situation. He also disciplines his body in order to pass as a woman and is stuck in a country that leaves him no space to breathe. The two big forces that have pushed Hedwig to the USA, also apply to Yitzhak: the longing for freedom and the longing for acknowledgement.
She empathizes with this androgynous man in a locked-up situation from which only an outsider can save him. The absolute power her mother has warned her for, comes over Hedwig again and with the kiss she presses on Yitzhak’s lips, she seals his fate. Hedwig becomes to Yitzhak what Luther was to her. She takes Yitzhak to the USA, the promised land. With this, Yitzhak escapes the suppression of Croatian heteronormativity, but also has to serve Hedwig, to whom he owes this opportunity to so-called freedom. Hedwig positions herself in two ways through this deed: as benefactor and as dictator. The same thing that has happened to her, she now does to Yitzhak. He is completely dependant on her regarding his American Dream, so she can force him to do anything she wants. 
Just as Hedwig has experienced when forced into the sex change operation, Yitzhak also has no power over his gender. He has to stay a man in order to be a credible husband for Hedwig, but his desire to be a woman tears him apart. This hurts him most when he is surrounded by the items to stress Hedwig’s femininity, such as make-up, wigs and clothing. Also, he feels uncomfortable when Hedwig seduces him on stage and pushes her away. He is monitored by Hedwig; she is his guardian in his Panopticon prison. So, he behaves to her norm and plays the husband and co-singer he is forced to be. The smothering situation Yitzhak fled from, repeats itself, be it in another country and with a different ever present watcher.
What we can conclude from these two situations, is that our protagonist is acted upon differently in these different situations. In the situation of Luther, the “taste of power” is only short-lived, since she almost immediately is forced to rigorous adjustments to reach America and so-called freedom. Luther does not even think on having a sex change operation himself, although his sexuality is obviously also not normative. The fact that Hansel wants something, becomes a power over him, embodied by Luther.
In the situation with Yitzhak, Hedwig knows what she is doing to him: she has also been stuck in her native environment and, later on, in a gendered appearance she is not happy with. Because Yitzhaks shows himself to her, she can become the embodiment of power over Yitzhak, the same way as Luther was for her.

Dimension of Heteronormativity
In the second part of my thesis, I will analyze heteronormativity in Hedwig and the Angry Inch. I will start with introducing the concept of the subaltern that cannot speak. Then, I will make this concept usable for my case, namely a transsexual in a heteronormative situation. Following that, I will use this concept to explain the relations of power Hansel/Hedwig is exposed to, in comparison to Judith Butler’s analysis of Paris Is Burning (1990, USA) in her famous work Bodies That Matter (Butler 1993). 
In her article “Can the Subaltern Speak?”, Spivak introduces the concept of the subaltern in a context of Indian widows who immolated themselves as an act of honour to their late husbands. Sati, as this phenomenon is named, has been banned from India since the 19th century. What Spivak argues, is that the women who decided to engage in this ritual, were not given a voice. In this context of (post-)colonialism, elites and first-world intellectuals have decided to prohibit sati, without paying attention to the women in dispute. This finds its origins, Spivak claims, in their skin colour (brown, hence not white) and in the fact that they are women (Spivak 2010: 254-255). Spivak concludes to say that the subaltern (in this case the sati women) is not listened to, and that thus, the subaltern cannot speak to the ears of the dominant group.

This concept is embedded in racial and post-colonial studies, but is can also be of use for research on other minorities or suppressed groups (in my case transsexuals). As we can see in Hedwig and the Angry Inch but also in daily life, transsexuals are also seen as deviant from the majority. This majority, that identifies itself with the absolute and distinct categories man and woman, regards being non-normative in this matter as strange and deviant. This is expressed in several seemingly innocent ways: one can choose only M(ale) or F(emale) on a form when asked for someone’s sex, or is denied access to a certain bathroom because one does not appear as the “right” sex (on the bathroom problem: Halberstam 1998: 21-28, Browne 2004). In this aspect, the transsexual is denied existence. This is different from the sati women, who were spoken of and with that, achieved recognition. Transsexuals seem to be more invisible, since they tend to pass as one of the binary genders. Hedwig however, clearly does not want to stay invisible and tries to resist this heteronormative power over her. She wants to stand in the spotlight and earn the fame she as a rock & roller feels to deserve. The punishment she gains for not being the norm is expressed through verbal and/or physical aggression, for example by the man shouting “Faggots!” when Hedwig sings about her sex change operation and her “angry inch”. 
Hedwig is ignored and, when trapped in visibility, suppressed because of her transsexuality. In comparison to the sati women, there is one thing yet not discussed, and that is the element of (no) voice. Although there was spoken about them, the sati women were not heard (or listened to). We do not know their opinion on the prohibition of their ritual; they were ignored when decided about them. Transsexuals can experience a similar situation. They do not exist on forms, in pronouns, in bathrooms, in short: in the discourse of the majority. This means that when they speak as a transsexual, they will not be heard and when they are heard, they can be misunderstood or meet disapproval. They are thus forced to stay invisible, to measure on a gendered look that meets expectations, in order to gain the right to existence as an individual. To-be-seen-ness and being a voiceless subaltern are thus closely related when it comes to transsexuals.
In “Gender is Burning” Judith Butler analyses the documentary Paris Is Burning . She especially focuses on Venus Xtravaganza, a young Latina male-to-female transsexual. Butler shows that transsexuals parody the dominant norm of heteronormativity in order to make the relations of power visible (Butler 1993: 125). She then states that “hegemonic heterosexuality is itself a constant and repeated effort to imitate its own idealizations” (Ibidem).
Hedwig tries to adopt a female appearance in order to marry Luther and go to the States. She will, however, never reach this absolute and complete femininity, not through a sex change operation and not through stereotypical behaviour and clothing. The ideal of heteronormativity a cissexual woman can barely (or not even) reach, is not at all achievable for transsexuals such as Hedwig or Venus. In order to have a chance to do so, they have to drown themselves in stereotypes, which does not do right to the multi-layered individuals they both are. Only then they can escape being seen as different.
What Hedwig does, however, is making a parody out binary gender division, where Venus tries to assimilate as much as possible, with the ultimate goal to become “a white woman in the suburbs”. Hedwig wants to be seen, to escape the situation of being denied. The goal of Hedwig’s visibility seems to be to make room for her deviating category. As Butler writes on appropriation and subversion of norms, “sometimes it is both at once; sometimes it remains caught in an irresolvable tension, and sometimes a fatally unsubversive appropriation takes place” (Butler 1993: 128). By distorting stereotypical gender roles, Hedwig also finds herself disciplined by the heteronormative majority. When the transsexual is taking faith in his/her own hands and speaks up, this is smothered with discrimination and/or aggression. This can be seen in the cases of both Hedwig and Venus.

Tommy, for instance, knows that Hedwig was born a man but is now a woman; Hedwig told her story to him when he asked about her past. He apparently feels very uncomfortable with this, because although he and Hedwig write songs together, Hedwig is “very much aware that we haven’t kissed in all the months we’ve been together. In fact, he has maintained a near perfect ignorance of the front of me”. When Hedwig takes initiative in her own hands and shoves his hand under her skirt, he gets scared. “I love you” he stutters to Hedwig, to which she replies: “Then love the front of me, honey!”. Tommy runs off and breaks contact. He ignores her and steals her “voice”: he makes a hit record out of the songs they wrote and in which Hedwig has expressed her feelings of anger, shame and doubt. This is his way of disciplining her for being a non-normative body. Hedwig is immediately punished for showing herself, taking off the mask of femininity. Tommy apparently wants a girlfriend, not a transsexual-passing-as-a-woman.

In the case of Venus, her not-being-a-woman eventually leads to her death. In Paris Is Burning, her transgender mother Anji Xtravaganza tells us that Venus is found dead in a hotel room. Venus worked in prostitution and already had encounters with men getting violent when they discovered her “little secret”. She was probably strangled when a customer found out he was not dealing with a normative female body. Revealing her non-normative body was answered with violent aggression.

Although Hedwig suffers from the aggression and discrimination done to her, she herself is also an aggressor. Yitzhak, the man she helps out from his unbearable locked-up situation, is now pinned to being a man, in his role of Hedwig’s husband. Because she had mercy on him, she expects him to owe her and do everything she wants him to. She forces him to appear stereotypically masculine, to sing in her band without getting attention, to be her roady and to let her have sex with him. Yitzhak however, as explained earlier, longs to express himself in a more feminine manner. Hedwig prevents this: she seems to be afraid of Yitzhak becoming more feminine than she and paid more attention to, with as a possible result that she could end up disavowed or ignored again. Her voice, her songs, her image were once stolen by Tommy and she does not want to lose her voice again.

As I have already discussed in the first part of this thesis, Yitzhak thus cannot carry out femininity and although he escaped from Panoptic Croatia, he is now under the Panoptic vision of Hedwig. When he touches her blonde wigs, when he applies for a role in a musical, when he sings too loud, he has to pull himself together to get back to his masculine role on the background. The alternative is that Hedwig catches him and that she will use her power over his passport to force him into his role of her slave again. This situation comes to a burst when Yitzhak gets a part in an international production of the musical Rent. He takes faith in his own hands and lets is voice be heard, in order to escape from Hedwig’s power over him. He wants to gain recognition, is exhausted from the situation he now lives in, but Hedwig still has his passport. When he, on an emotional moment, tries to grab it, Hedwig rips the document to pieces and with that destroys his possibility to get away from her.

In the end however, the heteronormativity Hedwig has suffered from, but performed as well, is banned. This norm Hedwig has tried to adjust to, did not bring her the happiness she expected. After she and Tommy got involved in a car accident, she got the fame and the recognition, but is still not happy, for the personage of Hedwig is not her real self. Hansel is not solely stereotypical feminine, nor masculine and the character of Hedwig seems to be just a masquerade. In the final song, “Midnight Radio”, Hansel stands on stage in just a pair of short knickers, giving his wig symbolically to Yitzhak. The wisdom of mother Hedwig that absolute power ruins your personality and your joy in life, is finally brought into practice. The power Hedwig had over Yitzhak made her a dictator of norms, from which she herself had suffered so badly as well. By giving him the blonde wig, Hansel gives Yitzhak the freedom of gender expression.

For Hansel, showing his new-won non-normative appearance, gives him a new voice, a new way to speak. To become a happy person, he now knows, he must not become a man or a woman, since the binary opposition has never fit on him in the first place. Also, he does not need to find something complementary to him. The fact that he loves men does not make him a woman, nor homosexual. He escapes heteronormativity by not appearing in a gendered disguise anymore and gains a voice by not mimicking another. The parody is not his identity anymore. The unheard subaltern is transformed and transcends normative discourse by being seen.


Conclusion
When the song “Origin of Love” is performed, an animation shows a boy writing the sentence “Deny me and be doomed” with a burning cigarette, on a grey surface that appears to be the Berlin Wall. This seems to be one of the most important messages from the film. Denial of one’s identity, choices and desires is one of the main themes of Hedwig and the Angry Inch. I showed this using power relations and to-be-seen-ness, regarding the dimension of location and the dimension of heteronormativity. These two dimensions I approached distinct form each other, but of course they are interwoven. The power Luther has over Hansel, but Hedwig also has over Yitzhak, is very much based on the combination of the two dimensions. Being locked up in a situation in which their sexual and gender preferences are a taboo make them powerless over their own life. When they both get the chance to change their misfortune, this feels like power, and to a certain degree, it is. The feeling of agency is new and both Yitzhak and Hansel take it with both hands. 
However, by making themselves be seen, as non-normative sexual individuals, the disciplining power of heteronormativity comes over them. Although they both seem to think that in America their life will be better, they both experience that this is not that much the case. The big difference is that in their home countries, the disciplining power came mainly from an institutional level. When in the United States, they both have to adjust to the one they married, and Luther expects Hedwig to be a woman, and Hedwig expects Yitzhak to be a man.
The desire to be someone else somewhere else results in a big web of power relations, in which it is hard to find one’s own identity back again. Hedwig, mutilated, hurt, abused and restricted, has tried in many ways to escape those, to transcend discourse and let her voice be heard. However, parody for her is not the solution. When parodying, she is seen not as herself, but as a deviant woman. When not wearing the masquerade, we see what Hansel really is and that is not a man nor a woman, The final performance he gives, seems to be the birth of a new entity that does not meet the stereotypes the binary gendered world is used to. He raises from the ashes of Hedwig, but this does not necessarily mean that she is not part of him anymore. Femininity, or a drag act, appears to be not the only side of this diamond.
The voice we can now here, is a voice that might speak a different language than the discourse known by the majority, but it is a voice that is not blurred by heteronormative formalities. Of course, this can lead again to the aggression or discrimination Hedwig has countered before, but apparently Hansel feels better off taking this as himself than as Hedwig. This does not mean that Hansel stopped understanding heteronormativity. He knows for himself that he does not fit in with this norm, but gives Yitzhak the freedom to experience femininity in his own way. 
After all that he has been through, Hansel finally does not deny anyone’s identity anymore. He accepts his own and lets others be. Also, by setting Yitzhak free, he redeems himself from the bitterness of suppressing. His life, his and his own, has become simple again, free from smothering power relations.
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