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Inthe 1961 film Lover Come Back, the character played by Rock Hudson masguerades asa
meek-mannered virginal inventor who is afraid he can never make awoman happy. Doris Day's
character, a career woman without aromantic life who hastold us how tremendoudy susceptible she
istoliquor, istouched by thisadmission. Shepreparesacandle-lit dinner for two, but isafraid to open
any champagne, "seeing how susceptibleweboth are”. Eventually, however, sherisesto thechallenge
of givingtheinventor hissdf-confidenceasaman. Leaving Hudson lying in the bedroom, " supposedly
too shy to makeapass' (Haskell, 1974:266), she goesto the next room, dons a negligee and marches
across the room to open the bottle of champagne and take aswig. On the soundtrack, a syrupy song
plays, with the refrain, "Should | surrender?’

Sinceit was 1961 and it was aDoris Day vehicle, the answer for the moment turned out to be
"no" -- aphone-cal destroys Hudson's masquerade and saves Day's virginity for another time. The
linkingof thequestionof " surrender withawoman'sdrinking, however, expressedal ongstandingtheme
inAmericanfilms. For womeninfilms, drinkingisconventiondly linkedwith sexuality -- and oftenwith
sexudity outsde the official moral code of thetime. The drunken woman, and sometimesindeed the
woman who has taken only one drink, is defined as sexually available. As portrayed in American
movies, for men drinking hasamuch more equivoca relationship with sexudity. Sometimes, indeed --
asapparently dmost awaysin Finnish movies (Partanen, 1980) -- drinking iscontrasted with sexuality,
being contained in and helping to define aworld of men away from women (Room, 1988).

The gender differentiationin therelation of drinking and sexudity appearsclearly in portrayas
of dcoholismin American films (Room, 1989; Denzin, 1991). Sexudity islinked with alcoholism for
women much more commonly than for men. Days of Wine and Roses (1962) is prototypica in this:
thehusband'sheavy drinkingisseen asstartingin part from hisdisgust ashaving to provide sexua pick-
upsfor hisclients, while thewifesdrinking daysinvolve"lots of detours, but | never looked at them".
A drinking bout sends him off to the potting shed in search of more booze, but impels her in to make
suggestive advances to her father.

But it isnot only with reference to alcoholism that the films differentiate between the genders
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on the relation of drinking with sexudity. In the present paper, we focus on the specia relation of
drinking and sexuality for women in portrayals of courtship, particularly in the crucia period of the
1920s when new norms of courtship and for women's drinking were becoming entrenched.

CHANGING PATTERNS OF COURTSHIP

Courtship has aways been a mgor movie focus (Herd, 1986). For instance, astudy of films
released in 1920, 1925 and 1930 found that love, marriage and sexudity was the predominant theme
and the mgjor goa of the charactersin about half of al thefilms (Dae, 1935:17). The depiction of
courtship in the movies to a cons derable extent reflects the changesin courtship in American society
in the present century. With considerable caution, then, the films can be used as documents of social
history. Butfilmsalsoplay ateachingrole, suggesting and demonstrating possibilitiestotheir audiences.
Andtheterrain of courtship isperhapswherethe movieshave played thisrole most directly, playing to
audiences in which many were about to embark or were dready embarked on courting in their own
lives. Certainly, the most constant fear of those who have sought to constrain what the movies can
show, or who can seewhat is shown, has been of apresumed power of the moviesto ingtruct and lead
the audience into disapproved patterns of courtship and sexuality.

In the course of the last century, there have been three major distinct codes of courtship in
American society. In focusing on the dating complex, the code of the middle period, Beth Bailey's
From Front Porch to Back Seat (1988) offers definitions of the time-boundaries of these codes. The
19th-century code of the man calling on the woman at her parent's house begins to be replaced by the
new convention of going out for a date after 1900, and the new dating complex becomes fully
entrenched by the 1920s. At the other end, the mid-1960s mark the approximate watershed when the
conventions of the dating complex break down into the "sexua revolution”, chronicled by some of its
participants in Lillian Rubin's recent book, Erotic Wars (1990).

Thethree codes of courtship imposed sharply different requirements on women. Nineteenth-
century socid caling took place in the woman's parents home -- in more or less femae territory, and
chaperoned by the parents. To maintain respectability and her value as an object of courtship, the
young woman'smain duty wasto keep her contactswith men within the boundaries set by socid caling
and chaperoned occasons. The dating complex posed afar more difficult challenge. Virginity -- not
having "gone dl the way" prior to marriage -- was still expected of a respectable woman, but her
virginity had now to be guarded through courtshipinamuch more mae-oriented territory -- away from
the parental home, often in the man's car, and with the man planning and paying the cost of the date.
To the dating woman fell not only the duty of self-control, but aso the responsibility of ressting and
controlling the sexual advanceswhich it was assumed the man would make. AsBailey (1988) shows,
theinteractional context of these tasks changed at around the time of the Second World War. Before
then awoman's popularity had been measured by the number of suitors she had, and the task of
maintaining virginity was the task of fending off the advances of dates who might be barely
acquaintances. Inthe postwar period, "going steedy” cameinto fashion, and the woman'stask became
to fend off the relentless encroachments and importunings of afamiliar steady date.

Thegod of virginity at marriage, reduced to atechnicality by theattrition of steedy dating, lost
itstranscendent va ue for middle-classyoung women by the mid-1960s, becoming instead for many an
embarrassment to be shed (Rubin, 1990). The eventual god of courting for many woman -- as for
many men -- remained marriageor an equivalent committed rel ationship, but renunciation or limitation
of sexudity was no longer the sole normative path to that goal. Whereasin the dating complex the




question of commitment -- aputatively lifetimecommitment -- wasthe prior battleground where access
to sex wasfought out, after the 1960s sexuality has often been the battleground or the symbolic arena
inwhich strugglesover commitment areconducted. But anormative connection between sexuality and
commitment still remains: awoman'srespectability and self-respect tend to demand that having sex be
defined as part of building alonger-term relaionship. With respect to sexuality, the woman's task
becomes situationa rather than transcendent: it isto maintain control over her sexudity -- and, indeed,
over her body -- in any given situation, often in part in the interests of that longer-term aim.

WOMEN'S DRINKING AND CODES OF COURTSHIP: THE MOVIES OF THE LATE 1920S

Themoviesplayed acomplex roleinthesechangesin courtship patterns. Ontheonehand, they
reflected the ongoing changes. On the other, they frequently led and amplified the changes, by putting
idealized versions of new socid patterns which had developed among bohemian or elite minorities
before the eyes of awider audience. Since censorship often threatened their ability to do this, by the
end of the First World War filmmakers had devel oped an accommodeative formula, as Sklar puit it, of
"titillating audienceswhileat thesametimereinforcingtheir conventional standards-- of letting them est
their cake and have it too" (Sklar, 1975:95). The new and potentialy shocking behavioral patterns
were shown, often very attractively, but they were encased within a disapproving moral framework
drawn from the older courtship rules.

In this complex frame, women's drinking played many roles, both as asymbol and in the plot
development of films. Asasymbal, drinking by awoman had an unequalled power inthe 1920s. At
the turn of the century, abstinence and indeed amilitant identification with temperance had been very
much identified with femae middle-class respectability. To be seen drinking in public, in fact, was a
guaranteeof disreputability (Powers, 1991). Inthisframing, portrayingawomanwithdrink inhandwas
often used as a code of sexual experience and availability. Thusthat one sSster drinks and the other
doesn't -- though they both work in anightclub -- isamgjor initia character differentiation of the bad
sgster from the good in After Midnight (1927). Conversdly, in Beggars of Life (1928) an orphan girl's
disguise asaboy tramp isreveaed, putting her at risk of gang rape, when she maintains her virtue by
refusing the offer of adrink in a hobo jungle.

By thelate 1920s, ranged againgt theideaof drinking asemblemeatic of awoman'sdownfal was
the new symbolism of drinking as cosmopolitan, and of drinking together as part of the new ideals of
going out on dates and of a companionate relationship and eventual marriage. Drinking in fact had
become one of the "symbols of liberation” for college women of the 1920s (Fass, 1977), and films of
the late 1920s and early 1930s reveled in showing afantasyland of gilded youth and drinking parties.
The particular focus on women's drinking in the late 1920s (Room, 1988) had an edge of titillation,
gppedling at the sametime both to the newer symbolism of liberation and the older frameinwhich this
behavior was shocking. By the 1930s, the shock had worn off, and awoman's drinking was a more
matter-of-fact symbol of modernity.

Cross-cutting the varying symbolism of women's drinking wasitsrole in plot devel opment.
Whilethe symbolism varied as courting codes changed, the role of acohol asamoativator of behavior
and of plot stayed moreconstant. The"disinhibitiontheory” of alcohol'saction (Pernanen, 1978) -- the
ideathat a cohol depressed the higher centersof themind and let |loosethe animal benesth -- which had
been firmly established in the 19th-century temperance era(L evine, 1983), proved to be adurable plot
device, providing motivation, attribution and excuse for otherwise inexplicable behavior, and in
particular for transgressionsof conventional behaviora norms. For women, the actionsthusexplained



almost always had to do with disapproved sexuality.

Where earlier awoman'sdrinking had been asymbol of her fallen satus, in the new eraof the
1920s the drink in hand was often asigna that she was about to fal. In the Road to Ruin (1928), a
cautionary tale introduced by an earnest police chief, the heroine's downward path, ending in an
assignation with her father and an abortion-related death, startswith asingledrink, after which (aswe
seethrough her eyes) theroom immediately goesout of focus. When thegood sister in After Midnight
(1927), disappointed in love, accompaniesthe bad Sster to a party and takes adrink, sheimmediately
becomes the frenetic and grandiloquent life of the party; she is only saved from the leering men by
determined action on the part of her shocked and remorseful sister. In Our Modern Maidens (1929),
the heroing's best friend Kentucky becomes pregnant by the heroingsfiance Gil, impelling the heroine
sdf-sacrificingly to annul her marriage to Gil. The sexual action from which this starts occurs at a
glamorous watersi de party, complete with gondolas and gondoliers. Kentucky and Gil end up in the
samegondolas pping champagne: "L et'sdrink -- toromance”. Kentucky sipsdemurely and tentatively,
but immediately shelooks spaced-out and startsto cuddlie up to Gil: "Gil, thisislike al the books I've
read -- SO mysterious and romantic”. At her suggestion, they go ashore on an island; she runs off
through thelong grass, and the camera, in soft focus, shows him following and eventualy catching up;
they fall in each others arms.

Just asmany filmsof thelate 1920sand 1930s moved to reversethe old symbolism of drinking
asabadgeof dishonor, therewere someattemptsinfilmsof this period to reversetheideathat drinking
was a cause of sexud degradation. In The Lagt Hight (1931), alow budget semi-parody of The Sun
AlsoRises, four American flyersout on apostwar spreejoin forceswith an American woman who they
encounter holding a champagne glassin ahigh-class bistro. No sexua connotation surrounds her
drinking, anditisnot thedrunken flyersbut rather asober foreign correspondent, berating theflyerson
their drinking, who paws her objectionably in a dance-hall and tries to rape her on atrain.

But more commonly, the varied symbolism and roles of acohol existed sde-by-side, oftenin
the samefilm. Our Dancing Daughters (1928), a Joan Crawford vehicle which attracted a crowd of
hundredsof girlsand young womenwhenit openedin New Y ork, exemplifiesthe mixed messagesthat
could result. Threedternative modelsof courtship behavior and drinking are presented by the heroine
and her two woman friends. One friend presents hersdalf as abstemious but actualy drinks heavily in
secret. Coached by her single mother, she maintains her virginity not out of any intringc mora sense
butintheinterest of marriagetoarichman. Eventuadly, after successfully winning theman both sheand
the heroinewereinterested in, she diesin adrunken fall down astaircase. The second friendisdrictly
controlled by her parents, who forbid her evento smoke. Rebelling, she managesto degp with theman
sheloves. Although they then marry, her fal from grace becomes a continuing problem when her
husband uses it as a source of recrimination.

In contrast, the rel ationship between the Joan Crawford character and her parentsis presented
asrelaxed. They and she share achampagnetoast, and joke about not waiting up for each other. Her
drinking is presented as inconsequentia, as an open and incidental part of alifestyle of authenticity,
breezinessand someflamboyance. Sheisflirtatious, but guards her virginity; "I'mjust dyingfor ..." she
beginsthe sentence asthe hero movesin for akiss, but "acigarette’, shefinishesit, pushing him back.
In the end, a decent interval of two years after the first wife's drunken death-fall, she gets her man.

While the message of the film about styles of courtship and parenting was thus clear, the
message about drinking was much less so. The symbolism of adrink in awoman's hand varies from
one character to another, as does the consequentidity of the drinking. Like oil and water, older and




newer definitions of ayoung woman'sdrinking, and itsrelationship to the threat of sexudity, coexistin
the movie in an unblended mixture.

REPLACEMENT OR ACCRETION?

Writing of the changesin gender rolesinthe 1970s, Lillian Rubin (1983:3) remarksthat change

comesd owly, meetingenormousresi stancebothins deusandinthesystemof socid ingtitutions

that supports our society's mandates about femininity and masculinity -- about how a good

woman lives, how agood man behaves. . . . Indeed, dways, no matter how revolutionary a

period of change may seem on the surface, the old myths continue to whisper to us.

Conscioudy derogated, unconsciously avoided and denied, they continue to speak with a

power and persistence that will not be dismissed.

Though patterns of courtship and norms on women'sdrinking may be neatly periodized in overarching
accounts of the twentieth century, the evidence from films suggests that in detail the history israther
messier, that codes of behavior and theories of motivation from different eras can coexist side by side,
often without redly jarring the viewer. With respect to women's drinking, even the temperance-era
codeof drinkingasasign of disreputability persisted past the Second World War, though usualy tagged
asold-fashioned. We can seeit in operation in Hot Spell (1958), as a small-town housewife played
by Shirley Booth strugglesto keep her husband from leaving for ayounger woman. Her dightly more
sophigticated neighbor triesto tutor her in offering effective competition, by teaching her how to smoke
acigaretteandtodrink liquor. But Boothisapoor student, saying, "Oh, | can't dothat!" Takingacue
frommethod acting, the neighbor advises, "Think of something real low", but Booth just giggles. "Say,
"How about a belt?", prompts the neighbor; "Where did you learn these things?”, is Booth's dightly
shocked reply.

Theideathat getting awoman to drink will make her more sexually availablemaintainsastrong
presenceinthe culture (seeLeigh, 1990) and in the movies, athough it is something to be joked about
inthe recent film, Cross My Heart, which chronicles the mishaps of aman and woman on their way to
bed on their third date (see Trocki and Thompson, 1993).

But theaternateidea of awoman'sdrinking asinconsequential, detached from sexuality, isalso
thereinthemovies. InBaby It's Y ou (1983), afilm about awoman's coming of agein the mid-1960s,
we are shown her first drink and her first drunken episode (out on a double date, she throws up at the
diner), but thereisno connection between these and her first sexua experience. For most of the recent
film Thelma and Louise (1991), Thelmas constant drinking, even while driving, is shown as
inconsequential and disconnected from sexuality.

But an dternative code shapes the early turning-point of Thelmaand Louise. The man who
attemptsto rape Thelmaafter buying her drinksis presented as acting in terms of the older code which
definesadrinkingwoman assexualy available. Furthermore, that shehasbeen drinking tendsto lighten
the moral onus on Louise for shooting the man dead after he verbally abuses them.

From the evidence of the movies, it seems, then, asif an audience can countenance quite
different and often contradictory models of the effects of drinking on behavior. We have found in
American films arange of meanings and implications of awoman's drinking for her sexuality. These
meanings and implications arise out of particular positionsin the radicaly different codes of courtship
and culturd positionsof drinking which have held sway in the course of the 20th century. But it seems
asif aparticular code, however dominant, does not erase the patterns of an earlier code. Instead,
elements of the codes persist side by side, to be called forth when the circumstanceswarrant. Itisa




task for future investigation to pin down when and under what circumstances the invocation of a
particular code is thought to be warranted.

AsThemaand Louiseand current news reports remind us, however, the consequences of the
mesting of discordant models of women's drinking and sexuality can betruly tragic. Inmy view, two
elementsin particular in the current uneasy mix of models deserve sustained attack. Oneisthe strong
tendency in the current culture, as demonstrated by Aramburu and Leigh (1991), for avictim's
drunkennessto beviewed asincreasing the victim's cul pability for aggresson againgt himor her. The
other, related, e ement isthe persstence of rationalizationsthat adrunken womanisfair gamefor mae
sexua aggression.
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[t&€™s no secret that Hollywood remains the best movie factory in the world, while Russian movies only occasionally hit the mark. Still,
when Russia and the U.S. jointly produce movies, the results are mostly poor.A This comedy was one of the first joint Russian-
American movies made after the fall of the Soviet Union. It tells about the last years of the Soviet Union&d€™s existence. The Cold War
is over, and the KGB and the CIA have joined forces to fight the Russian Mafia in the USA, which has become so powerful that it even
threatens the U.S. President. American Daughter (1995). Kinopoisk. Filmed in 1995, American Daughter follows the story of Alexey,
whose wife leaves him and emigrates to the U.S. with their little daughter Anna. Not Americans who've been killed by the virus, that's a
huge number, but how many Americans have died after getting the vaccines designed to prevent the virus? Do you know the answer to
that question?A They found, that "Women aged 18 to 34 years had a higher rate of deep vein thrombosis than men of the same age."
They also found that heart attacks were "common" in people aged 85 and older who had taken the vaccine. They found serious potential
side effects in some children, "anaphylaxis [and] appendicitis were more common in young people." Surrogacy is when a woman carries
a baby for an individual or couple who are unable to conceive or carry a child themselves. This can be due to medical or physical
reasons. The intended parent(s) become the legal parent(s) of a child born through surrogacy. There are two types of surrogacy.
Traditional Surrogacy occurs through pregnancy when the surrogate is genetically related to the baby and becomes pregnant through
artificial insemination. +7. Copy link to paste in your message. Inspiration: She revealed the company she is speaking to was created by
Tony and Barrie Drewitt-Barlow, the UK's Watch latest movies and TV shows online on watchseri.net. If you spend a lot of time
searching for a decent movie, searching tons of sites that are filled with advertising? We are pleased to inform you that you've come to
the right place. The site watchseri.net is one of the newest, free and best streaming online platform. watchseri.net develops every day
and without interruption becomes better and more convenient for you. A good movie is a perfect time pass as it not only entertains you
but also gives you the best exposure on your favorite generic. Don't forget to add us to your "bookmarks".



