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Abstract | This article investigates the politics of deception in Margaret Atwood’s 
novel The Heart Goes Last (2015). It critiques techno-science from a feminist 
viewpoint. The two main female characters of the novel, Jocelyn and Charmaine, 
dismantle the technocratic scandal and expose the underlying reality of the situation 
in which they find themselves. They pose a threat to the phallic dominance, 
orchestrated and practiced by those in power. The article discusses the manipulation 
of technology and its effects on the central women characters. It unravels the latent 
forces of resistance in Atwood’s dystopia and unmasks the politics of pretentiousness 
within its speculative structure. This feminist reading is buttressed by the works of 
Science and Technology theorists like Donna Haraway and Sandra Harding and 
theorists on “nomad feminism” like Rosi Braidotti. Philosophies of Michel Foucault, 
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Gilles Deleuze and Felix Guattari enlighten the argument with critical insights on the 
discourses of power and hegemony within technocracy.  
Keywords | Science Fiction; feminist; techno-science; technology; deception. 
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Resumo | Este texto examina as políticas enganadoras no romance de Margaret 
Atwood The Heart Goes Last (2015). O texto faz uma crítica à tecno-ciência a partir 
de um ponto de vista feminista, através das duas personagens femininas do romance, 
Jocelyn e Charmine, que desmontam o escândalo tecnocrático e expõem a realidade 
da situação em que se encontram. Elas representam uma ameaça ao domínio fálico 
posto em prática por aqueles que estão no poder. O texto explora a manipulação da 
tecnologia e os seus efeitos nestas personagens. Desvenda também as latentes forças 
da resistência na distopia de Atwood e revela as políticas da pretensão dentro da sua 
estrutura especulativa. Esta leitura feminista é apoiada por trabalhos de teóricos como 
Donna Haraway e Sandra Harding, e teóricos que trabalham sobre “feminismo 
nómada”, como Rosi Braidotti. Para além destes, este estudo baseia-se ainda em 
filósofos como Michel Foucault, Gilles Deleuze e Felix Guattari, em especial no que 
diz respeito aos discursos de poder no contexto da tecnocracia.       
Palavras-Chave | Ficção Científica; feminismo; tecno-ciência; tecnologia; engano.  
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Sci-fi or Speculative Fiction? Discursive Positioning of The Heart Goes Last 
 “…Margaret Atwood, for example: Here is a woman so terrified of science fiction cooties that she will 

happily redefine the entire genre for no other reason than to exclude herself from it.” 

                                                 (Margaret Atwood and the Hierarchy of Contempt by Peter Watts) 

 

The link between Science Fiction and Atwood’s selected writings is 

debatable. Atwood is reluctant to use the term science fiction for her selected novels. 

Instead, she uses the term speculative fiction to define her recent dystopias. By 

speculative, the author means fiction characterizing “human society and its possible 

future forms, which are either much better than what we have now or much worse” 

(Atwood, IOW 115). In one of her interviews, Atwood makes the distinction between 

the two genres more prominent by saying, “when people think ‘science fiction’, they 

usually think of Star Trek, or they think Star Wars, as they think War of the Worlds” 

(WA 259). She labels her writings as speculative as “there is nothing in it that we can’t 

do. The location is Earth. The characters are us” (WA 259). Ursula Le Guin critiques 

Atwood’s terminological distinction between science and speculative fiction. She 

notes:  
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…Margaret Atwood doesn’t want any of her books to be called science 
fiction. In her recent, brilliant essay collection, Moving Targets, she says 
that everything that happens in her novels is possible and may even have 
already happened, so they can’t be science fiction, which is, “fiction in 
which things happen that are not possible today.” This arbitrarily restrictive 
definition seems designed to protect her novels from being relegated to a 
genre still shunned by hideous readers, reviewers and prize-awarders. She 
doesn’t want the literary bigots to shove her into the literary ghetto. (qtd. in 
Atwood 5-6) 
 

Le Guin’s comment targets Atwood and her understanding of science and 

speculative fiction.  Lucie Armitt writes:  

 

Good science fiction (whether based on technological or a socio-political 
foundation) places a great emphasis upon the intrinsic link between 
perceived reality and the depiction of futurist and alien societies. Thus 
whatever the approach and whatever the gender, the depiction of an 
alternative reality is only the first step of an essential reassessment on the 
part of both the author and the reader, making strange what we commonly 
perceive to be around us, primarily in order that we might focus upon the 
existing reality afresh, and as outsiders. (Armitt 9)  
 

According to Armitt’s definition, science fiction envisions a possible future 

that might occur if the activities of the present remain unchecked. Atwood’s fiction 

depicts alternate futures carrying the unpleasant realities of the present. Her novel The 

Heart Goes Last (2015) exemplifies a tendency towards ustopia and canvasses a 

world of calculated deceptions. It showcases the current reality as extremely 

horrifying and depressive. By the term ustopia, the author suggests an “imagined 

perfect society and its opposite-because…each contains a latent version of the other” 

(Atwood, IOW 52). It means that our imperfect world, in due course of time, will 

transform into a power seeking hegemony before restoring its lost balance. The novel 

landscapes this idea within a science fiction framework. This article details corporate 

treachery and its dissolution in the subsequent section.  

The novel encapsulates an economic depression rendering the individuals’ 

lives in danger. Embodying a dystopian impulse, it demonstrates a technological crash 

leading to unemployment, homelessness and monetary deflation. These dystopian 

characteristics challenge the hard core definitions of science fiction that is “science 

fiction is all about science. It is a sole literary form that examines the ways in which 
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science penetrates, alters and transforms the themes, forms and worldview of fiction” 

(Slusser 28). However, there are contrastive viewpoints regarding this. In the words of 

Gwyneth Jones, “SF doesn’t have to be about rockets and intergalactic wars and 

defending the earth and all those boyish pursuits. Oh no. SF can be about things that 

are true and beautiful and womanly like sociology and town planning” (qtd. in Lefanu 

179). Margaret Atwood’s The Heart Goes Last epitomizes the latter. Going by this 

definition, it is a soft science fiction work describing the breakdown of human values 

and the rise of a ruthless technocratic regime.  

To avoid falling prey to the amusing madcap reflected through Jones’ 

statement, one should focus on the deeper meaning of her argument and try to 

interpret the underlying politics of science fiction. It seems that Jones has something 

modest to comment on the genre, something that could add a critical insight to the 

ongoing argument. The novel also evidences a feminist futurity at the heart of its 

narrative. It means that as the story advances, one could perceive the role and 

significance of the female characters destabilizing the technocratic patriarchal order.  

As a feminist science fiction novel, it “presents the blueprints for the social structures 

that allow women’s words to counter patriarchal myths” (Barr 7). This refers to the 

cross-deceptive maneuvers practiced by them in order to transgress the sexual techno-

politics of the phallic power. 

 
Alternative Facts and Feigned Truths in The Heart Goes Last 

 

Envisaging an acute economic depression in the U.S., the novel begins with a 

young couple, Stan and Charmaine, struggling for survival. Unemployed and 

homeless, they are enforced to stay afloat in their old Honda surrounded by roving 

thugs. Their food stock is about to end when one day Charmaine comes across the 

Positron Project in the town of Consilience. Positron is a capitalistic and a utilitarian 

endeavor that offers atypical enticements to the economically weaker section of the 

society. Orchestrated by opulent industrialists, it deploys sentimental tactics to lure 

distressed individuals and cajoles them into join their mercenary business. On its first 

announcement, the Project promises to restore the wasted lives of many of its 

country’s citizens, a lucrative opportunity to alter the desperate situation that 

Charmaine and Stan reluctantly face. It manifests the hopes and fears of financially 
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challenged individuals and unmasks their desire to climb high on the economic 

ladder. It beguiles people stricken with pecuniary crisis and defrauds them 

emotionally with false assurances.  

Headed by Ed, the Project claims to provide a clean house and regular 

employment to its members for the first six months. For the remaining six months, the 

residents must be shifted to the Positron prison and serve as inmates in the prison cell. 

Once their tenure of service in the prison is completed, they are supposed to be 

transferred back to their civilian homes. Despite the unusualness of the Project, the 

idea of part-time residency and comfortable life quickly lures Charmaine. Eventually, 

the couple agrees to sign a contract with the Corporate offering this temptation 

unaware of the consequences it might cause in future.  

Taking this into account, this article also focuses its attention on the politics 

of institutional manipulation in Atwood’s dystopia. It speculates how multinational 

corporations, to accomplish their avarice, entice helpless individuals and deceive their 

aspiration of better life. However, the hegemony of these firms is by no means static. 

It can be challenged by latent forces carrying the potential to overturn their deceptive 

maneuvers. Michel Foucault in The History of Sexuality (Volume 1) wrote that 

“where there is power, there is resistance, and yet, or rather consequently, this 

resistance, is never in a position of exteriority in relation to power…” (Foucault 95-

96). In the novel, Jocelyn and her teammates belong to this resistance group. Jocelyn 

plays a crucial role in Atwood’s dystopia. One of the central characters and the chief 

executive of the Project, she is positioned next to Ed in power and authority. 

However, she conspires against the Projects’ duplicity and threatens its unity from 

within. The novel revolves around her well planned and skillfully executed 

maneuvers and details a feminist appropriation of techno-science, which is often 

regarded as a phallic enterprise.  

In due course, Positron turns out to be a technology of surveillance. To 

understand Positron as a technology of surveillance, one must comprehend the 

philosophical dimension of this technological system. Philosopher Jeremy Bentham 

suggested a new architectural model for circular buildings in the West. He named this 

model “Panopticon”. It was primarily applied to prison houses where each prisoner 

was to be kept in a separate cell and his labor was meant to be made productive and 

useful. Later, Michel Foucault extended this to the notion of disciplinary power and 
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observed how it elicits instructed action and shapes human behavior. In his popular 

work, Discipline and Punishment, he describes Panopticon as: 

 

[an] enclosed, segmented space, observed at every point, in which the 
individuals are inserted in a fixed place, in which the slightest movements 
are supervised, in which all events are recorded…in which power is 
exercised without division according to a continuous hierarchal figure, in 
which each individual is constantly located, examined and distributed 
among the living beings, the sick and the dead-all this institutes a compact 
model of disciplinary mechanism. (Foucault 197) 
 

Stan, Charmaine and other inmates are inserted in the Panopticon space during 

their stay in Consilience. The Panopticon system monitors individual actions of the 

inmates. Working as the third eye, it induces discipline and offers cognitive 

knowledge to the members working within its framework. This cognitive knowledge 

refers to the fact of being observed by hidden cameras controlled by the executive 

supervisors of the Project. The article canvasses a feminist appropriation of the 

Panopticon as opposed to its andocentric operating principles. Jocelyn’s presence is 

fundamental to the decisive plot as she exercises authority over the phallic Panopticon 

and modulates its latent dynamics with her knowledge. The next section maps 

Jocelyn’s character and her unique relation with techno-science.  

 

Women and Technology in The Heart Goes Last 

 

 (i). Jocelyn: Resisting Technocracy and Redefining Technology 

Jocelyn features as the right-hand person to Ed, the Manager of the Positron 

Project. Stan’s inceptive remarks on her are quite notable. The narrative voice 

portrays her physicality and position as: 

 

There is a woman with him (Ed), also in a dark suit, with straight black hair 
and bangs and a squarish jaw; no makeup, but she does have earrings. Her 
legs are good though muscular. She sits to the side, fooling with her 
cellphone. Is she an assistant? It isn’t clear. Stan pegs her as butch. 
Technically, she shouldn’t have been here, in the men’s sessions, and Stan 
wonders why she is. (Atwood, THGL 38)  
 

However, there is much more to her than this. Unlike her allotted function to 

ensure the success of the Project, she works towards its failure. She is well aware of 
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the entire sham and decides to protect the inmates from its fatality. Stan’s egotism and 

masculine pride makes him uncomfortable in Jocelyn’s hierarchical presence. His 

discomfort increases while she overpowers him by her smartness. Technology plays 

an important role in drawing her character sketch. As previously discussed, Foucault’s 

idea of disciplinary power is actually a masculine technology that regulates the 

subjected individuals. Jocelyn subverts this technology of power through 

manipulating the authority that controls it. In fact, her act of using a cell phone 

embarrasses Stan as she inverses the order of technological utility. The cell phone 

beneath her fingers signifies a facile consumption of technology and underlines her 

distinct link with techno-science per se. As opposed to it, Stan feels humiliated due to 

his inability to use a cell phone while serving as a member of the Positron Project. In 

this regard, it is important to develop an in-depth understanding of gender within the 

technological apparatus. The following paragraphs explore this theory through 

different examples. 

Undoubtedly, science and technology is predominated by men. Sandra 

Harding notes: “western philosophies of science…have identified how modern ideals 

of scientific rationality, objectivity and good method are shaped by familiar 

stereotypes of manliness” (Harding 85). Arguing for an egalitarian technology thesis, 

Wendy Faulkner writes: 

 

The wider links between gender and technology, in structures, symbols, 
identities have long been acknowledged by feminists. Because both modern 
technology and hegemonic masculinity are historically associated with 
industrial capitalism, they are linked symbolically by themes of control and 
domination. (Faulkner 82) 
 

In the novel, Ed is the mastermind behind the Positron Project. Jocelyn 

subverts its phallic authority by maintaining her feminist presence within the system. 

She has secret access to all the confidential stuff and can decipher any code within the 

Positron. She amusingly invites Stan to “listen in on Max and Jasmine (Charmaine), 

during their little vacant-house rendezvous [as she has] got the recordings, the 

surveillance videos” (Atwood, THGL 129). Thus, Jocelyn emerges as a strong female 

character and is able to control Stan’s momentary actions. She perpetuates a user-

friendly interaction with the technological interface and handles everything with 

extreme care. John Seltin’s observation that “technology is invented by and invents 



 80 

the human [and] the two cannot be dissociated because they exist in a transductive 

relationship, operating along an axis of supplementary logic” (Seltin 49) finds distinct 

relevance in this article. Jocelyn undermines the stereotypical gender-technology 

equation and asserts her feminist engagement. She attempts so through the active 

appropriation of the Project. To validate her relationship with technology, this study 

will use some philosophical and posthumanist theories within a feminist context and 

observe how Jocelyn configures her individual stance within it.  

The question of feminist epistemology and situated knowledge is pivotal to 

the novel. Critic Heidi Grasswick in her essay “Feminist Epistemology and 

Philosophy of Science-Power in Knowledge” interprets situated knowing as 

“explaining how people in marginalized positions might have better insights based on 

their social location that could be fostered to attain knowledge” (Grasswick xv). This 

idea positions Jocelyn in the gender minority whose standpoint modifies the phallic 

technocracy of Ed. Jocelyn’s marginalization is figured by her essentialist gender role. 

Being a woman, she is not supposed to practice authority over the techno-scientific 

knowledge. However this female subjection, according to Grasswick, could be 

transformed into a powerful feminist standpoint and thus becomes a product of 

feminist epistemological creation. 

This argument bears exemplar reflection when Jocelyn demonstrates 

Charmaine’s clandestine affair to Stan. This demonstration is attempted through a 

techno-visual interface that is a television screen. Therefore, similar to the case of cell 

phone, the television as technology strengthens her link to techno-science. Through 

the audio-visual technology, Jocelyn exercises power over Stan’s thoughts and 

reverses the gender subjugation process further. Adding more to this, this instance 

could also be read through Haraway’s theory of modern visualization. Rosi Braidotti 

elaborates Haraway’s assertion in the following words:  

 

Arguing that modern visualization techniques shatter one dimensional 
seeing or passive mirror function, Haraway suggests that we learn to see in 
compound, multiple ways in “partial perspectives”- she names this process 
“passionate detachment”- like the eye of a travelling lens”. (Braidotti 73) 
  

It means that the activity of watching becomes a multi-dimensional 

experience, a sub-structure of situated knowledge that conveys a feminist way of 

looking at the screen. Jocelyn actively participates in this activity and ensures its 



 81 

everlasting effects on Stan. It is important to further elaborate on the dialogue 

between Jocelyn and the techno-scientific network through Haraway’s theory of 

cyborg and Bradotti’s theory of nomad feminism.   

Donna Haraway in her famous essay “A Cyborg Manifesto: Science, 

Technology and Socialist Feminism in the late Twentieth Century” defines cyborg as 

a “hybrid between machine and organism…a creature of the post-gender world” 

(Haraway 291). She considers “gender as a verb, not a noun [that is] about the 

production of subjects in relation to other subjects, and in relation to artifacts. Gender 

is about material-semiotic production of these assemblages that are people…” (qtd. in 

Ferrando 57). Jocelyn’s relation with technology: the television and the cell phones to 

communicate, the high power surveillance cameras, the codes to the various systems 

installed within the city, makes her a cyborg figure. In the present context, one must 

understand the cyborg as a newly emerging class of women with fractured, shifting 

and unstable identities. Their endeavor to be a part of the great information network 

and embrace the growing techno-scientific interface aligns them with the post-world 

scenario.  

Jocelyn’s cyborgian self does not imply a prosthetic extension of her human 

body. Instead, her interaction with technology supports her cyborgian dimension and 

empowers her beyond the stereotypical world of phallic dualism. Her character 

escapes rigidity of subject position and resists objectification of her sexuality. Also, 

the figure of the cyborg is a metaphor of discursive formation in addition to a symbol 

of technological progress. It questions the western human subjectivity and critiques 

the patriarchal discourse that engenders the female as subordinate to men. The 

cyborgian figure suggests the limitation of humanist definition to explain the 

posthuman. It is because the posthuman need not mean to be non-human or 

antihuman but it captures the tendency of being outside the ambit of the stereotypical 

definition of humanism.  

Apart from the cyborg, Jocelyn’s personality captures what Rosi Braidotti 

calls “Nomadism” or “Nomadic Feminism”. Bradotti’s theory is grounded within a 

technofeminist framework. She defines the Nomad as her “figure of a situated, 

postmodern, culturally differentiated understanding of the subject in general and of a 

feminist subject in particular” (Braidotti 4). The nomadic subject too, like Haraway’s 

cyborg, denounces fixity of position and exists in a continuous process of subjective 

becoming. In its relation to technology, the theorist goes on to write: “Nomad [is an] 
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artifact, a technological compound of the human and the posthuman…a cyborg…she 

is abstract and perfectly, operationally real” (Braidotti 35). The subject occupies an 

ambivalent place within the technological matrix: an in-between position that situates 

her both within and outside the system of power.  

Jocelyn’s character reflects this aptitude providing her with an extraordinary 

life force. She functions at the threshold of internal and external forces, a completely 

nomadic space allowing her to exert masculine hegemony camouflaged within her 

female body. Her proficiency with the artifact culture, in spite of being a woman, 

makes her dominate the technocratic scene and belittles Stan during her presence. Her 

commendable spirit to voice against Ed’s treacherous business projects her immense 

confidence. She transgresses the patriarchal ideology but still maintains decent 

behavior in case of sensitive counter-tracking. In this way, her manipulation of the 

techno-scientific world ensures success in the near future. This success is achieved in 

the form of freeing Stan, Charmaine and other innocent inmates from the deceptive 

maneuvers of the Positron Project. The next sub-section discusses Charmaine 

character and how she challenges the capitalist technocracy of the Project. 

 

(ii). Charmaine: Technological Ambiguity and Techno-pyretic Realization    

 

This section analyzes Charmaine’s position as a woman in the Positron 

Project. Unlike Jocelyn, Charmaine’s presence in the techno-scientific world of the 

town of Consilience is rather ambiguous. The duplicitous promise of clean laundry 

and a roof to rely upon lures her into agreeing to part time incarceration. 

Nevertheless, she becomes a technological subject the moment she enters the 

hegemonic empire. The following section deals with the way technology subjects 

Charmaine into subservience in the beginning and emancipates her at the end.  

Charmaine’s technological subjection begins after she enters the Positron 

Project. “Technology is often associated with masculinity”, writes Deborah Johnson. 

She continues by stating that “Technology is thought to be masculine-the domain of 

the male, while women are thought to be often inept with technology, ignorant and 

unskilled with regard to how artifacts work and simply less interested in it” (Johnson 

2). In the novel, Charmaine challenges this notion of uninterested and technically 

unskilled woman. Unlike Johnson’s woman who is incompetent with the technical 

artifacts she handles, Charmaine exactly knows how to inject the poisonous syringe 
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into the flesh of those who are an internal threat to the Project. Here, the injection 

becomes a techno-social artifact used by Charmaine to supposedly kill men. However, 

the word “supposedly” problematizes the situation as Charmaine acts under the 

instructive guidance of Ed’s authority. Thus, though the injection held beneath her 

fingers is an artifact of power, it loses its technological essence, as the hegemony 

providing meaning to it is inevitably phallic.  

At this stage, it will be interesting to apply postmodern philosophies of 

Deleuze and Guattari to Charmaine’s activities in Consilience. Gilles Deleuze and 

Felix Guattari in their famous book Anti-Oedipus came up with the concept of “Body 

without Organs”. The theorists discuss an apparent conflict between the body, organs 

and organism. Here, the body refers to the individual personality while organs bear 

reference to the behavioral attributes of the embodied individual. The organism is a 

unified whole of the individual body inclusive of multitudinous organs (Deleuze and 

Guattari 9). However, the theorists problematize the idea of unified organism as this 

unity exercises hegemony over the organs embedded within its structure. In other 

words, the unity of the organism is both manipulative and deceptive towards the 

organs that it governs. Critic Hodney Jones explains this notion as:  

 

Deleuze and Guattari use the term body without organs to refer to the 
virtual dimensions of the body, the body freed from the organization of the 
organism, the body outside any determinate state, torn from here and now, 
exemplified, For them, in the body of the masochist, the drug addict, the 
lover and the Schizophrenic. (Jones 2) 

 

It means that a body, in order to be emancipated, must be free from the 

deceptive clutches of its authorizing organism, which could be attempted by 

challenging the unity of the organism, and liberating its individual organs from the 

manipulative politics of the organism. Thus, the notion of “Body without Organs” 

refers to the rebellion of different organs against the powerful organization of the 

organism. In the novel, one could read Charmaine’s activities as organs and phallic 

technocracy as an organism. The organism dominates the body that is the collective of 

Charmaine’s actions and regulates its functioning within the patriarchal order.  

The system curtails her freedom and shapes her activities depending on the 

requirement of the Project. She is bound to perform painless encounters, do the 

monotonous work of towel folding during her extension period in Positron and finally 
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inject Stan to supposed death. And after that, she is compelled to enact fake emotions 

and fool Ed into believing her ready for his brain transformation experiment. The 

conglomerate of organs, referring to her different activities conducted with the 

Panopticon, allows Charmaine to challenge Ed’s sexbot business and save Stan from 

its domineering clutches. Ed’s manufacturing of Elsivers and Marilyns (the new 

sexbots) is actually a scandal involving the technological misuse of human bodies 

(especially the female ones). Jocelyn informs Charmaine about Ed’s master plan as:  

 

Big Ed has a hard-on for you, and he won’t take giggle for an answer. He’s 
having a sexbot made. A sexbot. They have already sculpted your face; 
next they will add the body…but once he’s practiced on that he’ll want the 
real thing. Eventually, he will tire of you- and then where will you end up? 
(Atwood, THGL 213)  
 

This warning scares Charmaine down to the core. Her sexual utility as a 

techno-human is beyond her imagination. Aino Koistinen in the paper “The (Care) 

Robot for Science Fiction: A Monster or a Tool for the Future” declares that “the 

history of science fiction shows us that we as humans have always been fascinated by 

creating the machine in our own image. Perhaps, this is a sort of God-complex, or 

perhaps we are just so perplexed about our own humanity, that we feel the need to re-

create our image through technology in order to understand our humanness” 

(Koistinen 102). Nonetheless, Ed’s rational behind creating sexbots is to abuse and 

master technology in order to accumulate profit. Charmaine primarily becomes one of 

its soft targets before she realizes the duplicity of the venture. Hence, the presence of 

sexbots politicizes the relation between gender and technology and explains the 

exploitation of women in both human and robot-human form.   

Charmaine’s personality undergoes a drastic transformation as the novel 

reaches its denouement. Unshackling herself from the deceptive underpinnings of 

technocratic hegemony, she emerges as a strong-willed female character. The 

redundant conspiracies of phallic techno-science fall short of disempowering her after 

she gains critical insight of the subject position. This happens when Jocelyn acquaints 

her with the truth of the Positron Project. Thus, the novel portrays Jocelyn and 

Charmaine sharing a sisterly bond on a techno-scientific interface. It depicts a 

courageous sister, Jocelyn, emancipating a credulous sister, Charmaine, from her 

passivity and distress. Together the two rebel against the phallic technocracy of Ed.  
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In this way, Charmaine’s character in the beginning is much different and in 

contrast to her daring actions at the end. In the end, with Jocelyn’s help, she tricks Ed 

into believing in her passivity while planning to counter deceive him at the back. It is 

here one finally notices Charmaine as a fully assertive character who assumingly 

undergoes a brain transformation surgery. Charmaine ends up toying with the 

masculine techno-science with Ed’s plan getting backfired. Instead of Charmaine, it is 

Ed who undergoes a brain transformation surgery. Thus, Ed’s plot of conducting 

sexbot business characterizing Charmaine’s behavioral features concludes with Ed 

getting trapped in his own fabricated net. In other words, feminist standpoint, in the 

face of Charmaine and Jocelyn, has the ability to deconstruct the phallic dimensions 

of techno-science and envision a feminist techno-scientific epistemology in its place.  

 

Conclusion 

 

The novel is enmeshed with multifaceted realities. Centered on economic 

recession, it explores the baleful misuse of science and technology. Divided into 

different sub-sections, the article delved into the fundamental merit of human 

relationships and how they endure within a technological landscape. As Science and 

Technology theory (STS) “centers on the idea that technology and society co-

constitute each other” (Johnson 3), the article examines the theory of feminist 

technology “that counters the pre-existing imbalances in gender relations, imbalances 

that favor men” (Johnson 3).  

This study has systematically analyzed the major female characters and their 

function within the technocratic environment. Their interaction with technology is 

linked to their feminist identities. The themes of deception and self-deception canvas 

the novel emphasizing falsity towards factual information. Ultimately, the women 

confront technological misuse by contesting the incorrect. They do so by 

manipulating hegemonic masculinity, not to exercise essential control but to critique 

the devious control of technology in a patriarchal set-up.  

 

 

vv 
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