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ENGLISH 338: Women and Literature in North America and Europe
Pam Hardman, Instructor
SYLLABUS #1505
She dealt her pretty words like Blades—
How glittering they shone—
And every One unbared a Nerve
Or wantoned with a Bone—
(Emily Dickinson)


Awareness of our situation must come before inner changes, which in turn come before changes in society. Nothing happens in the ‘real’ world unless it first happens in the images in our heads. 
(Gloria Anzaldúa)


ABOUT THE COURSE: 

Welcome to English 338, Women and Literature in North America and Europe. I have taught this course frequently as a standard classroom course and look forward to working with you through Extended Learning. I hope the readings provoke your ideas about women’s experiences specifically, and gender experiences and identity generally. The issues we deal with ultimately address big questions about knowledge, creativity, identity, and relationships, so men and women both should find much to think about and connect with. 

In this course you will read a variety of texts written by women living in North America in the latter half of the 20th century. You will look at each work in its cultural context, discussing how such issues as race, class, religion, science, technology, and popular culture influence the production of the text. These texts all explore women’s experiences in their cultures and, consequently, frequently address issues that are controversial. In taking this course, you do not have to adopt any particular way of thinking. However, the course may challenge some of your beliefs, and I hope you will remain open to such changes. Some of the texts may make you uncomfortable; you are welcome to discuss such discomfort with me via email, in conference, and/or in your assignments. I do, though, still expect you to read all of the assigned material. Often, such discomfort is necessary before we can acknowledge and analyze deep-seated assumptions.

Western Washington University students may want to know that English 338 is a BCGM GUR. 

REQUIRED TEXTS:
Dorothy Allison, Two or Three Things I Know for Sure 
Joy Harjo, ed., Reinventing the Enemy’s Language  

Patricia Foster, ed., Minding the Body 

Ntozake Shange, Sassafrass, Cypress & Indigo 

Tristan Taormino, ed., A Girl's Guide to Taking Over the World 
The textbooks may be obtained online through a price comparison website such as www.AddAll.com. Plan on purchasing your textbooks early and always be sure you are purchasing the correct edition of the book for this syllabus. 

OVERVIEW OF READING AND WRITING ASSIGNMENTS: 

Before starting into the first lesson, you should carefully read through the whole course packet so you understand the types of reading and writing you‘ll be doing. Each lesson begins with some introductory material about key controversies and ideas explored in the readings; reflect on these issues before you read and keep them in mind as you read.

Reading Assignments: 

You will have much challenging but interesting reading to do in this course. Each lesson asks you to read a text and answer a series of questions about the text. Read each assignment carefully, taking notes as you read; you might note questions you have, reactions (anger, agreement), sections that seem particularly important. In addition to the books, you’ll be reading supplemental material supplied by the instructor and looking at a many images.
Writing Assignments: 

You‘ll be doing a variety of assignments in this course, in order to explore the variety of writers and writings. Lessons 1-8 will ask you to respond to specific questions about the 5 books, a “Representations of Women” reading, readings about binaries, and a presentation on cultural attitudes towards women’s bodies. These first eight written assignments ask you to respond to key issues from the reading. You’ll address interpretive questions about the text itself, and connective questions about relations between the text and other texts and current experiences. You’ll also have a chance in these first eight lessons to respond freely to each text, articulating your reactions, the feelings it evoked, and connections to your personal experiences. There is no set length for your answers; some assignments will naturally require more writing than others, depending on the questions posed. For the first eight lessons, you should expect to produce a total of about 6 pages of writing (double-spaced) for each lesson. Lessons will address the following texts and issues:

Lesson 1: “Representations of Women”: Instructor-provided readings about how women have been represented and defined by patriarchy through the centuries

Lesson 2: Sassafrass, Cypress, and Indigo
Lesson 3: “Spheres and Binaries”: Instructor-provided readings about binaries and identity in society.
Lesson 4: Reinventing the Enemy’s Language
Lesson 5: Material and PowerPoint presentation on representations of women’s bodies and cultural notions about them

Lesson 6: Minding the Body
Lesson 7: Two or Three Things I Know for Sure
Lesson 8: Girl’s Guide to Taking Over the World
Lesson 9: Three zine pages you create; you’ll create three original pages that could be included            in a zine, such as those included in Girl’s Guide

Lesson 10: Final cumulative exam; this will be an open-book exam covering all of the material from the course. It will consist of short answer and essay questions. 
Abbreviations: 

I use several abbreviations in the assignments. They are: 

2 or 3:  Dorothy Allison, Two or Three Things I Know for Sure 

REL:  Joy Harjo, ed., Reinventing the Enemy’s Language 

MB:  Patricia Foster, ed., Minding the Body 

SCI: Ntozake Shange, Sassafrass, Cypress & Indigo 

GG: Tristan Taormino, ed., A Girl's Guide to Taking Over the World 

GRADING: 

You‘ll get one grade for each lesson, based on your performance on all the assignments in that lesson. “A” lessons will be those that 
· pay close attention to details of the reading 

· answer questions thoroughly and clearly

· ask pertinent questions about the reading
· extend your thinking beyond the material supplied by the instructor

· apply the ideas from the reading to other contexts
If you get less than an A, I‘ll explain why and give suggestions for ways to raise your grades in subsequent lessons. 

Each lesson is worth 10% of your final grade.

To determine your final grade, I‘ll add up your points from all assignments and allocate a course grade as follows: 

A = 93-100 

C = 73-76 

A- = 90-92 

C- = 70-72 

B+ = 87-89 

D+ = 67-69 

B = 83-86 

D = 63-66 

B- = 80-82 

D- = 60-62 

C+ = 77-79 

F = Below 60 

Students taking the course pass/fail must have a cumulative total of 60 points (D-) in order to pass. 
It is very important that you get feedback from me on the first assignment before proceeding to the next one, so that you know what I look for and get a feel for how I grade. After that you may turn in two—but no more—assignments at a time. You should pace your work in the course so you have adequate time to turn in all assignments before the end of your six-month period. If you have other deadlines or are receiving financial aid, read carefully the section on rules and regulations in Modules. 

All assignments must be typed and double-spaced, except for lesson 9. 
GETTING HELP
I’m happy to address any questions you may have about the course. Feel free to contact me via email: Pam.Hardman@wwu.edu. You can email me questions about the course directly, without going through the Western Online office. You can also come see me in conference if you’re on campus. My office is Humanities 339; my office hours change each quarter and are posted at the English Department website: https://chss.wwu.edu/english/faculty
 SUBMITTING WORK
You must submit all of your lessons to the Western Online office first, and they will forward them on to me. For all written lessons, you should copy and paste your assignment into the body of your email so I can comment on it (don’t worry about changes to the formatting). Several assignments offer you the possibility of doing a visual piece. If you do a visual, you can scan your work and send it as a JPG attachment. Other alternatives are copying your visual into a Word document and attaching it, or sending it to Western Online the old fashioned way through snail mail.

ALWAYS make a copy of your work BEFORE submitting it.  If lessons get lost, it is far easier to resubmit a copy than to rewrite an entire assignment.  All assignments must be completed in order to receive credit for the course.  Do not turn in more than two lessons at a time, unless we make special arrangements.

Time considerations (a message from the Western Online office) –Organize your time so that you spread your work out over 10-12 weeks, just like a regular academic quarter.  Establish a calendar of due dates for yourself, then stick to it.  Treat your Self-paced course as the serious learning experience that it is.  True learning takes time: time for reading, time for processing new information, time for reflection.  When students get into trouble in a Self-paced course it is most often when they try to rush through a large part of the work at the end of the quarter or right before their own personal deadline.

Remember that grading takes time and our instructors have other classes and students, other obligations.  Therefore, your instructor may not be able to grade assignments instantly, even to accommodate a dire deadline.  Allow time for mailing to and from the Western Online office and also back and forth between our office and your instructor.

Holidays, Intersessions, and Summer Session – When the university is closed for scheduled holidays and between quarters, delay in return of assignments and examinations must be expected.  In addition, some faculty members are off campus during the summer months and delays may be unavoidable.  The Western Online office will inform students of instructor absences, but it is important for students to be proactive in submitting work when they have an important time limit

ACADEMIC INTEGRITY
I expect all work submitted for this course to contain your own ideas and language, or others’ ideas and language with full, accurate citations using MLA format.  Any potential incident of plagiarism, representing someone else’s ideas as your own, will be pursued thoroughly according to university policy. If I find that you have plagiarized or cheated, you will fail that assignment and may fail the course. See Appendix D of the WWU Catalog for information on WWU’s plagiarism policy: http://catalog.wwu.edu/content.php?catoid=11&navoid=2091
ABOUT THE INSTRUCTOR:
Pam Hardman received her B.A. in English from Oberlin College, her M.A. in English from the University of Toronto, and is currently finishing her Ph.D. in English from Brown University. She has been teaching in the Western Washington University English Department since 1993. Professor Hardman teaches courses in 19th and 20th Century American Literature and Culture, Women’s Literature, Women’s Studies, Critical and Cultural Theory, and Beginning Linguistics.

LESSON ONE

REPRESENTATIONS OF WOMEN THROUGH HISTORY

This lesson aims to give you some context for our 20th century readings by looking at attitudes about women since classical times. All women writers have faced these attitudes, and although women writing today have far fewer restrictions than women writing centuries ago, they still encounter echoes of these ideas. As you read, think about current examples of these attitudes, and how all women work to resist and overcome such oppressive notions.

First, some key terms that I’ll use throughout the course:

Sex: refers to the biological state a person is born into. Traditionally, most cultures have believed that there are only two sexes, but in actuality some people are born “intersexed,” with male and female body parts and hormones.

Gender: refers to the social role a person adopts, often based on perceived expectations of his/her sex. Since this is a culturally created, learned identity, gender can change and shift over time. Again, traditionally, many societies have assumed that there are only two genders, but increasingly the idea is growing that there are multiple genders.

Patriarchy:  refers to social power, often invested in men, and to cultures that are controlled by masculine ideas that benefit men. Not all men are patriarchal, and some women can be patriarchal, so participating in and supporting a patriarchy is possible for both males and females. 

I’ll be introducing many more terms as the lessons progress, but these will help you in thinking about the first readings. 

Considerations for the “Representations of Women” reading:

In this reading you hear the voices of some of the key male thinkers of western history. It’s important to hear what they say about women, to understand where many oppressive ideas originate, and why these ideas have been so powerful and persistent. Some background information to help you makes sense of some of the passages:

From the second century up through the 1500s, there was a dominant way of thinking about sex, gender, and anatomy termed “the one-sex model.” This notion held that there was just one kind of body, not two as we think today. The one human body in its ideal form was a male body; women’s bodies were the same, with the same parts, but their parts weren’t developed as they were in the man. Most of women’s reproductive organs, for instance, paralleled men’s, but were “stuck inside” the body and had not developed and blossomed on the outside as men’s had. 

The following, from http://www.isis.aust.com/stephan/writings/sexuality/euro.htm, explains: 

Stretching from the Ancient Greeks, through the Renaissance and beyond, indeed until the dawn of the Enlightenment in the 17 & 18 centuries all bodies were alike in substance. ... This was a world in which males and females had all the same bits, they were simply arranged differently along a vertical axis of perfection. Thomas Lacquer refers to this as the "one sex/one flesh model" in contrast to our modern "two sex model".  Perhaps the clearest expression of the "one sex" model is found in the works of a second century physician named Galen.

Stretching from the fall of Rome and the rise of Christianity, through to the Renaissance, Reformation and beyond, Galen’s anatomical understanding influenced artisans, midwives and barber surgeons alike. The notion of "vital heat" is fundamental to Galen’s understanding of the anatomical differences between female and male. The amount of "vital heat" produced by a specific body was viewed as a direct index of its place in the "great chain of being", a hierarchical order of rank according to degrees of perfection. Humans were seen as the most perfect and thus hottest, while the male human was viewed as more perfect than the female due to their excess of heat. From this perspective male and female genitals are not essentially different in kind but merely located in different places, one inside and one outside, each possessing identical elements. Men’s excess of heat resulted in their reproductive organs being forced outside the body, while women’s cooler constitution left them inside. 4
In Galen’s model each element of the generative system is common to both women and men, a mirror image of each other. The vagina an interior penis, labia as foreskin, uterus as scrotum, ovaries as testicles. Galen uses the same term to describe each element ie "orcheis" 7 which refers to what we would term separately the ovaries and testes. Until the late 17th century it is often impossible to determine from medical texts which part of the female anatomy a particular term refers. The language of the "one-sex" universe constrains the conceptualisation of our modern notions of absolute sexual differentiation by projecting the male body as the canonical human form.

The following pictures illustrate this one-sex model:
Leonardo Da Vinci, 1490s. 

Notice how Leonardo draws the penis and the cervix as if they were the same organs. 
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Andreas Vesalius, 1540s
As Leonardo did, Vesalius draws the male and female reproductive organs as if they were parallel. The picture on the left is a woman, on the right a male. Note the horns around the woman’s uterus. At this time people though that women actually had horns there. They thought this probably based on what they saw in dissecting cows, who do have cartilage in that area. But the persistence of this belief suggests how deeply embedded certain ideas about women were: that they were animalistic, and sometimes devilish.
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An important point to keep in mind about this one-sex model is that it makes women’s bodies automatically inferior to men’s, and bases this inferiority in natural science, so it can’t be disputed. Women are by nature less than men.

This attitude is reflected also in Aristotle’s writing. “Woman is a deformed man.” Inescapably, for him, woman was inferior. And not just for physical reasons: women lacked the spirituality that men had. Aristotle’s assertions are premised on an important hierarchy that we still encounter today: 

SOUL

↓

BODY

The soul is at the top, the most valued, and the body is at the bottom, the least valued. Social identities were attached to these key terms, so the hierarchy expands:

SOUL, SPIRIT, MIND, POWER, MEN

↓

BODY, PHYSICALITY, ANIMAL NEEDS, POWERLESSNESS, WOMEN

You can probably attach other social roles to this hierarchy also. Women were mired, trapped in their bodies, which again made them inferior to men, as they could never aspire to the spiritual world of the mind as men could. This has several consequences for women’s identity: it suggests that women are defined only by what their bodies can do, such a child bearing, so that the only useful social role for a woman is child bearing. It also suggests that a woman who does aspire to the life of the mind or the spirit is unnatural, transgressing  a fundamental law and betraying their gender. It was a contradiction in terms, then, for a woman to be spiritual or intellectual. You can imagine how difficult it was, then, for women to write, as they’re violating a natural law in doing so. Women writers have faced this kind of restriction for many centuries. 

The pictures below illustrate these ideas about women’s bodies and men’s minds:
Jakob Rueff, 1540s
This is a picture of childbirth. Think about the differences between what the men are doing and what the women are doing. The men are looking out the window at the starts, surrounded by charts and mathematical equipment; they’re concerned with the life of the mind and the cosmos. The women, on the other hand, are concerned only with the life of the body. They are all touching each other, looking at each other, preparing for the very physical event about to happen.
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Around the renaissance, the 1500s, another idea about women’s bodies was added to this growing list of “natural” reasons for female inferiority. Gail Paster describes the recurring theme of a widespread social anxiety about “leaky women.” She finds in much literature of the time that the natural leakiness of women’s bodies – their tendencies to emit a “flood” of bodily fluids such as tears and menstrual fluid and breast milk – was represented as a threat to social order. Such leakiness made women innately weaker than men and incapable of performing social functions that men could, such as intellectual work and government work. This leakiness threatened to rage out of control, and became symbolic of women’s tendencies generally to lose control of their bodies and their feelings. This leakiness was connected also to women’s speech and writing, as if the society also feared a kind of verbal incontinence, in addition to the physical one. Women might “leak” words from their pens or mouths, with similar devastating effects to the social order. So once again a physical trait was used as reason why women’s expressive abilities should be limited. The pictures below illustrate this anxiety:
This is a Renaissance emblem of a leaky barrel; the poem beneath it basically says, “Women! Don’t be like this barrel and leak, or you will be weak.”
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The following portrait is of Queen Elizabeth I, queen of England during the Renaissance. In both pictures she’s holding a sieve, a strainer, that’s dry. This symbolizes that she is NOT a leaky woman; as the leader of Britain, she had to prove herself strong and worthy by clearly rejecting herself as a weak leaky woman.
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One issue that connects many of these notions of the inferiority of women’s bodies is menstruation. Throughout history menstruation has been viewed as evidence of the inferiority, even the dangers of women’s bodies. In Aristotle and Galen’s views, menstrual blood is corrupted semen, so it proves women’s inferior position on the hierarchy. Later it was seen as evidence of her leakiness, lack of control, and weakness. Menstruation has even been thought of as a physical threat to non-human elements. 

A great source of this kind of thinking in the 20th century can be found in feminine hygiene product advertising. Look through these ads and think about the social anxieties implied. Notice the frequent use of images of “protections.” Note also how many of the ads suggest that a woman’s period somehow provokes loss of control in other areas: women seem to become messy, forgetful, financially irresponsible, and spill their purses during their periods. And of course notice the recurring images of “silence,” the need not to ever talk about periods or feminine hygiene products, as if even hearing the word “menstruations,” or hearing about or seeing a tampon, will immediately cause social chaos. I find many of these ads funny, though with ominous subtexts about women’s flaws. 
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The remaining passages continue these kinds of ideas up through the 19th century, showing how persistent the notion that women’s bodies are innately inferior has been. Also persistent has been the idea that their physical selves somehow prohibit them from intellectual and creative work, at the risk of violating nature. Freud, at the end of the 19th century, says that women and men both grow up thinking that women’s bodies are “lacking” a fundamental organ, the penis. Consequently, women will spend most of their lives either accepting this lack, and their inferiority to men, or not accepting this lack, and trying to achieve what men achieve. If they take this latter route, though, Freud considered them pathological, and such ambition was devalued as mere “penis envy.” 

Another idea arising from these ideas is the innate “sickness” of women. S. Weir Mitchell says, “The man who does not know sick women does not know women.” This notion grows out of others’ ideas about the physical inferiority of women. Mitchell felt that women were genetically incapable of intellectual work; the risk was that blood flow would be directed to their brain, if they “overtax” their minds, and not to their reproductive organs. This lack of blood could render them infertile, incapable of bearing children. So this physical inferiority became a way of justifying excluding girls and women from education and many jobs.

The ads below are for pharmaceuticals, and are all directed towards women. This “elixir” for morning sickness would have contained large amounts of morphine and alcohol, and would legally have been sold over the counter:
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The following ads are from the 1950s and 1960s. They imply (and even state explicitly) that a woman who doesn’t accept her traditional role in the home is mentally ill, and must be medicated back into docile domesticity. It’s not surprising that prescription drug addiction was a huge problem for many American women in the 1950s.
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Given this background then, think about the high stakes faced by women writing. Writing becomes both a risk, but also a source of great empowerment. Writing, using her voice, becomes a key path towards resistance and strength, and a means to challenge if not bring down oppressive patriarchal structures. In the first stanza of a poem, Emily Dickinson suggests this power:

She dealt her pretty words like Blades—
How glittering they shone—
And every One unbared a Nerve
Or wantoned with a Bone—

(Emily Dickinson)


Reading:

All of the passages below:

English 338



Representations of Women

Aristotle (384-328 BC): The male is by nature superior, and the female inferior; and the one rules and the other is ruled; this principle, of necessity extends to all mankind…. Females are weaker and colder in nature, and we must look upon the female character as being a sort of natural deficiency. 

A woman is as it were an infertile male; the female, in fact, is female on account of inability of a sort, viz., it lacks the power to concoct semen out of the final state of nourishment … because of the coldness of its nature.

The male provides the “form” and the “principle of the movement,” the female provides the body, in other words, the material…. The female contains all the parts of the body potentially, though none in actuality; and “all includes those parts which distinguish the two sexes. Just as it sometimes happens that deformed offspring are produced by deformed parents, and sometimes not, so the offspring produced by a female are sometimes female, sometimes not, but male. The reason is that the female is as it were a deformed male; and the menstrual discharge is semen, though in an impure condition; i.e. it lacks one constituent, and one only, the principle of Soul. 

An animal is a living body, a body with Soul in it. The female always provides the material, the male provides that which fashions the material into shape; this, in our view, is the specific characteristic of each of the sexes: that is what it means to be male or female. Hence, necessity requires that the female should provide the physical part, i.e. a quantity of material, but not that the male should do so, since necessity does not require that the tools should reside in the product that is being made, nor that the agent which uses them should do so. Thus the physical part, the body, comes from the female, and the Soul from the male, since the Soul is the essence of a particular body.

Once birth has taken place everything reaches is perfection soon in females than in male – e.g. puberty, maturity , old age – because females are weaker and colder in their nature; and we should look upon the female state as being as it were a deformity., though one which occurs in the ordinary course of nature. While it is within the mother, then, it develops slowly on account of its coldness, since development is a sort of concoction, concoction is effected by heat, and if a thing is hotter its concoction is easy; when, however, it is free from the mother, on account of its weakness it quickly approaches its maturity and old age, since inferior things all reach their end more quickly.

Galen (131-201): … man is more perfect than the woman… her workmanship is necessarily more imperfect, and so it is no wonder that the female is less perfect than the male by as much as she is colder than he… the woman is less perfect than the man in respect of the generative parts. For the parts were formed within her when she was still a foetus, but could not because of the defect in the heat emerge and project on the outside, and this, though making the animal itself that was being formed less perfect than one that is complete in all respects, provided no small advantage for the race; for there needs must be a female. Indeed, you ought not to think that our Creator would purposely make half the whole race imperfect, and, as it were, mutilated, unless there was to be some great advantage in such mutilation…. This is the reason why the female was made cold, and the immediate consequence of this is the imperfection of the parts, which cannot emerge on the outside on account of the defect in the heat, another very great advantage for the continuance of the race. For, remaining within that which would have become the scrotum if it had emerged on the outside was made in the substance of the uteri, an instrument fitted to receive and retain the semen and to nourish and perfect the foetus.

Thus, from one principle devised by he creator in his wisdom, that principle in accordance with which the female has been make less that perfect than the male, have stemmed all these things useful for the generation of the animal: that the parts of the female cannot escape to the outside; that she accumulates an excess of useful nutriment and has imperfect semen and a hollow instrument to receive the perfect semen; that since everything in the male is the opposite of what it is in the female.

St. Thomas Aquinas (1225-74): It is the father who ought to be loved more than the mother. For one’s father and mother are loved as principles in our natural origin. But the father, as the active partner, is a principle in a higher way than the mother, who supplies the passive or material element…. In human generation, the mother provides the matter of the body which, however, is still unformed, and receives its form only by means of the power which is contained in the father’s seed.

Tertullian (160-225 AD): Woman is “a temple built over a sewer.”

(addressing women): “You are the gateway of the devil; you are the one who unseals the curse of the tree, and you are the first one to turn your back on the divine law; you are the one who persuaded him whom the devil was not capable of corrupting; you easily destroyed the image of God, Adam. Because of what you deserve, that is, death, even the Son of God had to die.

You should know that in order to achieve perfect, that is, Christian, chastity you must no only not seek to the object of desire, but also despise the very idea of being. One…. A man is lost as soon as he desire your beauty, and he has committed already in his mind what he desired and you have become his sword.”

St. Jerome: (342-420): “woman’s love in general is … insatiable – put out, it bursts into flame; give it plenty, it is again in need; it deprives a man’s mind of its fiber, and engrosses all thought except for the passion which it feeds.”

St. Augustine: (354-430): And just as in man’s soul there are two forces, one which is dominant because it deliberates and one which obeys because it is subject to such guidance, in the same way, in the physical sense, woman has been made for man. In her mind and in her rational intelligence she has a nature the equal of man’s, but in sex she is physically subject to him in the same way as our natural impulses need to be subjected to the reasoning power of the mind…. Even before her sin woman had been made to be ruled by her husband and to be submissive and subject to him. … Woman has limited understanding, and also perhaps she is living according to the spirit of the flesh and not according to the spirit of the mind. 

Pliny  (1st century): Contact with [menstrual fluid] turns new wine sour, crops touched by it become barren … the edge of steel and the gleam of ivory are dulled, hives of bees die, even bronze and iron are at once seized by rust, and a horrible smell fills the air.

S. Weir Mitchell (1887): The man who does not know sick women does not know women, no group of men so truly interprets, comprehends, and sympathizes with woman as do physicians, who know how near to disorder and how close to misfortune she is brought by the very peculiarities of her nature, which evolve in heath the flower and fruitage of her perfect life.

The woman’s desire to be on a level of competition with man and to assume his duties, is, I am sure, making mischief, for it is my belief that no length of generations of change in her education and modes of activity will every really alter her characteristic. She is physiologically other than the man. I am concerned with her now as she is, only desiring to help her in my small way to be in wiser and more healthful fashion and what I believe her Maker meant her to be, and to teach her how not to be that with which her physiological construction and the strong ordeals of her sensual life threaten her as no contingencies of man’s career threaten in like measure or like number the feeblest of the masculine sex. 

As the woman is normally less full-blooded than the man, she is relatively in more danger of becoming thin-blooded than he …. If we see that our girls are not overtasked at the age of sexual evolution, that the brain is not overtrained at bitter cost of other developments as essential, we escape a part of this peril … As a girl grows older, we ask and expect some measure of restraint in emotional expression as regards any of the physical or moral troubles which call out tears in the child; for the woman who is wise understands that unrestrained emotional and outward expressions of pain or distress are the beginnings of that loss of self-rule which leads to habitual unrestraint, and this to more and more enfeeblement of endurance, and this again, to worse things. … there are in the woman’s physiological life disqualifications for such continuous labor of mind as is easy and natural to man.
19th century doctor: It will have to be considered whether women can scorn delights and live laborious days of intellectual exercise and production, without injury to their functions as the conceivers, mothers, and nurses of children. For, it would be an ill thing, if it should so happen that we got the advantage of a quantity of female intellectual work at the price of a puny, enfeebled, and sickly race. 

In speaking of English Renaissance drama, medical texts, iconography, and proverbs, Gail Paster says:

This discourse inscribes women as leaky vessels by isolating one element of the female body’s material expressiveness – its production of fluids – as excessive, hence either disturbing or shameful. It also characteristically links this liquid expressiveness to excessive verbal fluency. In both formations, the issue is women’s bodily self-control or, more precisely, the representation of a particular kind of uncontrol as a function of gender. This ascription of uncontrol is further naturalized by means of the complex classification of bodily fluids to which Galenic humoralism was committed both in theory and in practice. Thus the conventional Renaissance association of women and water is used not only to insinuate womanly unreliability but also to define the female body even when it is chaste … as a crucial problematic in the social formations of capitalism – an instance of corporeal waste of the female body.

That women’s bodies were moister than men’s and cyclically controlled by that watery planet, the moon was a given of [Renaissance] scientific theory. Their bodies were notable fore the production of liquids – breast milk, menstrual blood, tears…. Both popular and medical discourse, moreover, conceptualized all these fluids as related forms of the same essential substance. Breast milk was the purified form of menstrual blood, “none other thing than blood made white [Ambroise Pare, 1634]. It changed color according to function by means of a process that occurred in two veins – “occult passages” – which carried the fluid back and forth between the breast and the womb…. Tears and urine also may have seemed interrelated in nature and function, flow from one orifice drawing off flow in another.  (from The Body Embarrassed: Drama and the Disciplines of Shame in Early Modern England, by Gail Paster)

Sigmund Freud, from “Femininity” (1933): The anatomical distinction [between the sexes] must express itself in psychical consequences … girls hold their mother responsible for their lack of a penis and do not forgive her for their being thus put at a disadvantage…. The castration complex of girls is also started by the sight of the genitals of the other sex. They at once notice the difference and, it must be admitted, its significance too. They feel seriously wronged, often declare that they want to ‘have something like it too’, and fall victim to ‘envy for the penis’, which will leave ineradicable traces on their development and the formation of their character and which will not be surmounted in even the most favourable cases without a severe expenditure of psychical energy…. The wish to get the longed-for penis eventually in spite of everything may contribute to the motives that drive a mature woman to analysis, and what she may reasonable expect from analysis – a capacity, for instance, to carry on an intellectual profession – may often be recognized as a sublimated modification of this repressed wish…. 


The discovery that she is castrated is a turning-point in a girl’s growth. Three possible lines of development start from it: one leads to sexual inhibition or to neurosis, the second to change of character in the sense of a masculinity complex, the third, finally, to normal femininity. 

… The effect of penis-envy has a share, further, in the physical vanity of women, since they are bound to value their charms more highly as a late compensation for their original sexual inferiority. Shame, which is considered to be a feminine characteristic par excellence … has as its purpose, we believe, concealment of genital deficiency. We are not forgetting that at a later time shame takes on other functions. It seems that women have made few contributions to the discoveries and inventions in the history of civilization; there is, however, one technique which they may have invented – that of plaiting and weaving. If that is so, we should be tempted to guess the unconscious motive fore the achievement. Nature herself would seem to have given the model which this achievement imitates by causing the growth at maturity of the pubic hair that conceals the genitals. The step that remained to be taken lay in making the threads adhere to one another, while on the body they stick into the skin and are only matted together.

The fact that women must be regarded as having little sense of justice is no doubt related to the predominance of envy in their mental life; for the demand for justice is a modification of envy and lays down the condition subject to which one can put envy aside. We also regard women as weaker in their social interests and as having less capacity for sublimating their instincts than men.

The Moment
by Sharon Olds (b. 1942)





When I saw the dark Egyptian stain,





I went down into the house to find you, Mother –




past the grandfather clock, with its huge 





ochre moon, past the burnt







sienna woodwork, rubbed and glazed.

I went deeper and deeper down into the

body of the house, down below the 

level of the earth. It must have been

the maid’s day off, for I found you there

where I had never found you, by the wash tubs,

your hands thrust deep in soapy water,

and above your head, the blazing windows

at the surface of the ground.

You looked up from the iron sink,

a small haggard pretty woman

of 40, one week divorced.

“I’ve got my period, Mom,” I said,

and saw your face abruptly break open and 

glow with joy. “Baby,” you said,

coming toward me, hands out and 

covered with tiny delicate bubbles like seeds.

Assignments:

Answer all of the following questions. 
1. Many universities in the country offer a “Women’s Literature” course and have “Women’s Studies” programs. But very rarely is a “Men’s Literature” course or “Men’s Studies” program offered. Why do you think this is so?

2. What do you think of the introduction and passages above? Feel free to rant and rave, describing your reactions to the readings, the ideas they gave you, and any questions they provoked.

3. Choose two of the following; explain what each means, and then connect each concept to an example from today that either illustrates the idea or contradicts it. You can think about any kind of text, popular culture, literature, or social phenomenon, current event, or personal experience. 
a. Aristotle’s idea of women

b. Galen’s idea of women

c. Gail Paster’s ideas about “leaky women”

d.   Freud’s ideas about women’s “lack” and penis envy

e.   S. Weir Mitchell’s ideas about women’s health

4. How does Sharon Olds’ poem present different ideas towards women’s bodies than those from the reading and the images above?
LESSON TWO
NTOZAKE SHANGE, SASSAFRASS CYPRESS, AND INDIGO
Shange’s book was published in 1982, although it takes place in partly in the 1960s, during the Civil Rights movement when race relations in the United States and African-American identity were experiencing radical changes. Shange explores the effects of these changes on three sisters from Charleston, South Carolina: Sassafrass, Cypress, and Indigo.  Each sister speaks in different sections throughout the book, with her own very distinct voice and point of view. Shange mixes all sorts of written forms: recipes, dream journals, poetry, drama, lists, and traditional prose are all blended to tell their stories. 

As you read, think about the following issues:

· Notions of women’s bodies and women’s creative expressions discussed in Lesson 1. Think about how the book challenges those notions about the inferiority of women’s bodies and creativity, particularly the shame associated with having a “leaky body.”

· Ideas about which art forms are considered more worthy in a culture, and what underlying assumptions are behind these ideas. For instance, Mitch tells Sassafrass that writing poetry is a more important artistic pursuit than weaving. But Sassafrass feels that weaving is an art that truly lets her express herself fluently and deeply. Shange makes us question whether discrimination against certain creative forms is really a discrimination again the groups and people who practice those forms, not the forms themselves. 

· Questions about identity, how identity is determined, and who gets to determine identity. All of the sisters struggle with choices about how they are as African-American women: what does it mean to be of African descent? What does it mean to be a heterosexual or lesbian woman? They each go through various journeys “trying on” different selves, learning which voices to listen to and which to ignore.

· Questions about how the past affects the present. What are the relationships between our ancestors and ourselves? How much of our identity is determined by history?

Reading:

Ntozake Shange, Sassafrass, Cypress, and Indigo
The following links will give you background information on Shange and the Charleston, South Carolina Gullah/Geechee culture in the book:

http://www.poetryfoundation.org/bio/ntozake-shange
http://www.multifest.com/poetry/shange.htm
read entire document

http://www.georgiaencyclopedia.org/articles/arts-culture/geechee-and-gullah-culture
The following links will show you the work of some of the African-American artists mentioned in the book; each of these artists used mixed media a double-meanings in their art, as all of the sisters do. 

Cypress and Sassafrass both converse with the blues singer Billie Holiday, although she passed away many years before they were born. The following is a video of Holiday singing one of her most powerful songs, “Strange Fruit,” about lynching in the south. Think about why the sisters would have felt so connected to the singer:

Billie Holiday:
http://www.youtube.com/watch?v=h4ZyuULy9zs
When Cypress is designing her ideal performance (196-197), she mentions the work of the following artists as being parts of the sets. Think about why their work would have resonated so with  Cypress, and how their art parallels Cypress’s dances. 
Barbara Chase-Riboud:

http://chaseriboud.free.fr/sculptor.html
David Hammons:
http://www.moma.org/collection/artist.php?artist_id=2486
Mel Edwards:
http://www.meledwards08.com/gallery.php
Assignment:

Answer any 6 of the following questions:

1. Think about the following recurring phrases: “the moon falling from her mouth,” “the south in her,” “the slaves who were ourselves.” What does each mean? What images and connotations do they provoke?

2. What do you think Indigo’s different violin styles would sound like? What kind of writing would be the equivalent of Indigo’s fiddle playing? What kind of visual art? How does Indigo’s music affect different people and change their lives? 

3. The narrative is occasionally interrupted by non-narrative, italicized passages. What are the relationships between these passages and the linear narrative part of the story? What do these italicized parts suggest about the valued types of writing and creation in our culture, and the devalued forms? Pick any one of these italicized passages, and discuss how it connects to the main narrative and what it suggests about the character that the main narrative doesn’t.

4. Discuss Sassafrass’s relationship to Mitch. In what ways does Mitch wield power over Sassafrass? Include at least one quote in your answer.
5. What do Sassafrass’s weaving, Indigo’s fiddling, and Cypress’s dancing have in common? Think about the arts themselves as well as others’ responses to their arts.  Include at least one quote in your answer.

6. On p. 110, Hilda says, “Whatever ideas you have that’re important to you, write down … but write them so your enemies can’t understand them right off.” What are the possible meanings in this statement? What are some examples from the book and from your experiences of this kind of expression? What are some specific historical and cultural circumstances that would produce the need for this kind of expression? Include at least one quote in your answer.

7. How do Azure Bosom and the Ovary Studio challenge traditional notions of expression, art, and women’s relationships? What does Shange suggest about the limits of these alternatives?  Include at least one quote in your answer.

8. p. 172: … how beautiful she looked in the mirrors; how there were three illusions of her, with the fleshbound Cypress on the floor amidst hominy, feathers, and cloth … and more illusions.” What does this description suggest about Cypress’s character and identity?  Include at least one quote in your answer.

9. Think about Cypress’s dance (197), her dream (202), and her decision to marry Leroy (212). What do these scenes suggest about how her art, dance, “feminism,” politics, and relationships have changed?  Include at least one quote in your answer.

10. Think of connections between SCI and the readings on “Representations of Women.” How does Shange’s text speak back to those texts? To what extent does SCI give us alternatives to attitudes towards women? Point to specific examples from Shange and quote if necessary.  Include at least one quote in your answer.
LESSON THREE
BINARIES AND SEPARATE SPHERES

This lesson explores a central idea of the course, social binaries. “Binary” means two mutually exclusive, opposite terms. Computer code is binary: it consists only of 0’s and 1’s: only two choices, no mixing, no in-between. When we think of social binaries, though, the stakes are much higher. Social binaries work to organize and restrict identities, morality, and ideology. Many individuals, groups, and institutions organize themselves around strict binary categories. We’ll look at one in particular as an example:

Good        Evil

If people consider these terms a binary, they would consider the terms to be opposites and mutually exclusive; an either-or relationship exists between terms in a binary, where you’re either one or the other; you can’t be both. Being one automatically means you’re not the other, so in a way binaries help to define each other. Think then of the kind of worldview that arises when good and evil are considered a binary: you’re either totally good or totally evil, you can’t be morally mixed, you can’t be outside the categories (you can’t be “neither”), you can’t be between them. It’s a very strict world view that limits moral possibilities to just these two categories.

In addition to limiting, binaries also rank people in a culture. Binaries work as hierarchies, one side being more worthy and valued with a culture than the other, and thereby more powerful. So your place in a binary determines also your place in the society, empowered at the top, or devalued at the bottom. With good/evil, mainstream American culture usually considers “good” the valued side and “evil” the devalued. (Although sometimes the hierarchy is reversed and “evil” is considered valued: think of the appeal of villains, outlaws, vampires in many pop culture texts). 

The way to challenge a binary is not just to switch sides; this actually keeps the binary intact. So if you’re evil, but change to good, the good/bad binary still structures your possibilities. We challenge binaries by questioning the notion that they are either-or exclusive categories. Mixing, in-between states, margins, blending, hybrid identities all challenge a binary structure by suggesting alternatives beyond the dualities. A good image for challenging a binary system is a spectrum: 

[image: image16.jpg]



A spectrum gives you multiple possibilities, not just two exclusive ones. To think of good/evil on a spectrum, there would be many moral possibilities, very few people or actions would be only good or evil.

Binaries are often imposed as a way of control people and limiting them; all people are caught up in some binary systems. Other possible binary categories in our culture include:

white

black

straight

gay

masculine
feminine

rich

poor

smart

stupid

young

old

spirit

body

(Note how the terms on the left are considered more valuable than the ones on the right).

Once you are placed in a binary system, your identity is further defined and limited by other binaries. So if you are place on the “feminine” side, you might also be defined by further binary categories such as:

virgin

whore

pretty

ugly

thin

fat

It’s important to identify binaries in our lives, cultures, and the texts we read. Then we can begin to question them, and think about challenging them. A good strategy for working with binaries in texts is:

1. Identify the binaries and any characters, actions, details associated with the binaries

2. Think about the extent to which the binaries are challenged; are there any attempts to mix them, to move to the margins or in-between them?

3. Think about how these binaries connect to power in the text; what are the consequences to this power of challenging the binaries? 

A major binary that has structured women’s experiences throughout history is the “separate sphere” binary. These spheres consist of the public sphere and the domestic sphere:

· The domestic, private, female sphere was the arena of the home, the family, child-
rearing, cooking, housekeeping, emotion, spirituality, morality. 

· The public, business, male sphere was the arena of worldly events, industry, 



technology, business, money, logic, pragmatism. 

Historically, men and women could not cross these spheres without dangerously threatening their gender appropriateness, and thereby their social roles and identities. They not only transgressed social roles, they broke natural laws when trying to cross the spheres, since such appropriate gender behavior was considered innate and biological. 

The following picture from the 19th century illustrates these ideal spheres at work:

[image: image17.jpg]



(Source: www2.hu-berlin.de/sexology/ ATLAS_EN/html/the_.... )

In this picture, notice how the man is coming in from outside, where he’s probably been working at a wage-paying job. The mother and children are safely tucked inside the house, right at the hearth in the kitchen, the heart of the domestic sphere. The woman is breast-feeding, the image of the ideal mother, and the little girl is already learning and practicing her proper place by seeing (or maybe wiping the little kid’s face with the cloth). The little boy is running towards his father and the outside door, foreshadowing his proper role in the outside world as an adult man.

100 years later, in a 1955 Housekeeping Monthly magazine, we see that not much has changed:
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(You can see a bigger version online at: http://1.bp.blogspot.com/_CO9TEwb0Icw/SwbGuR7_MLI/AAAAAAAAAWs/3zVavL5eVzE/s1600/The+Good+Wife's+Guide.jpg)

The following passages speak to the importance of these separate gender spheres. Read through them and think about what qualities and behaviors distinguish each sphere, how “transgressors” are judged, and what effects the spheres have on intellectual work and creativity.

1.  Thomas Dew on the differences between men and women: (early 19th century)

[Man] leaves the domestic scenes; he plunges into the turmoil and bustle of an active, selfish world; in his journey through life, he has to encounter innumerable difficulties, hardships and labors which constantly beset him. His mind must be nerved against them. Hence courage and boldness are his attributes…. [Women’s] attributes are rather of a passive than active character. Her power is more emblematic of divinity…. Woman we behold dependent and weak…but out of that very weakness and dependence springs an irresistible power.

2.  Mrs. A.J. Graves (a woman’s “advice” writer, early 19th century):

That home is her appropriate and appointed sphere of action there cannot be a shadow of doubt; for the dictates of nature are plain and imperative on this subject, and the injunctions given in Scripture no less explicit.

3.  From the Boston Weekly Magazine of 1804:

You [the bride-to-be] have a father, whose mild and beneficent exercise of authority must have taught you to wish, that your husband may possess all the prerogatives, which all laws, divine and human, have given him in the headship of his own house, and to remove far from you, every desire of degrading, much more of endeavoring to make him contemptible by any efforts to usurp his place yourself.

Women were created to be the companions of man, to please him, to solace him in his miseries, to console him in his sorrows, and not to partake with him the fatigue of war, of the sciences, and of government. Warlike women, learned women, and women who are politicians, equally abandon the circle which nature and institutions have traced round their sex; they convert themselves into men…. And, besides, where is the feeling and amiable woman who would exchange the ineffable happiness of being loved for the unsubstantial pleasure of fame? 

4.  From John R. Thompson, review of Harriet Beecher Stow from Southern 


Literary Messenger Review, 1852:

We know that among other novel doctrines in vogue in the land of Mrs. Stowe’s nativity – the pleasant land of New England – which we are old-fashioned enough to condemn, is one which would place woman on a  footing of political equality with man, and causing her to look beyond the office for which she was created – the high and holy office of maternity – would engage her in the administration of public affairs; thus handing over the State to the perilous protection of diaper diplomatists and wet-nurse politicians. Mrs. Stowe, we believe, belongs to this school of Women’s Rights, and on this ground she may assert her prerogative to teach us how wicked are we ourselves and the Constitution under which we live. But such a claim is in direct conflict with the letter of scripture, as we find it recorded in the second chapter of the First Epistle to Timothy: “Let the woman learn in silence with all subjection. But I suffer not a woman to teach, nor to usurp authority over the man, but to be in silence.”

In the following two readings, Hélène Cixous, a French writer, and Gloria Anzaldúa, a Mexican-American writer, challenge the traditional binary structures organizing gender and power. They explore the consequences of strict binaries and explore possibilities for challenging binaries and creating new possibilities for being and creating.

From “Sorties,” in The Newly Born Woman, by Hélène Cixous (1984)






Every woman has known the torture of beginning to speak aloud, heart beating as if to break, occasionally falling into  loss of language, ground and language slipping out from under her, because for woman speaking – even just opening her mouth – in public is something rash, a transgression.

We are not culturally accustomed to speaking, throwing signs out toward a scene, employing the suitable rhetoric. Also, it is not where we find our pleasure: indeed, one pays a certain price for the use of a discourse. The logic of communication requires an economy of signs – of signifiers – and of subjectivity. The orator is asked to unwind a thin thread, dry and taut. We like uneasiness, questioning. There is waste in what we say. We need that waste. To write is always to make allowances for superabundance and uselessness while slashing the exchange value that keeps the spoken work on its track. That is why writing is good, letting the tongue try itself out – as one attempts a caress, taking the time a phrase or a thought needs to make oneself loved, to make oneself reverberate.

Voice-cry. Agony – the spoken “word” exploded, blown to bits by suffering and anger, demolishing discourse: this is how she has always been heard before, ever since the time when masculine society began to push her offstage, expulsing her, plundering her….


Voice: unfastening, fracas. Fire! She shoots, she shoots away. Break. From their bodies where they have been buried, shut up and at the same time forbidden to take pleasure. Women have almost everything to write about femininity: about their sexuality, that is to say, about the infinite and mobile complexity of their becoming erotic, about the lightning ignitions of such a  minuscule-vast region of their body, not about destiny but about the adventure of such an urge, the voyages, crossings, advances, sudden and slow awakenings, discoveries of a formerly timid region that is just now springing up. Woman’s body with a thousand and one fiery hearths, when –  shattering censorship and yokes – she lets it articulate the proliferation of meanings that runs through it in every direction. It is going to take much more than language for him to make the ancient maternal tongue sound in only one groove. 

Woman must write her body, must make up the unimpeded tongue that bursts partitions, classes, and rhetorics, orders and codes, must inundate, run through, go beyond the discourse with its last reserves, including the one of laughing off the word “silence” that has to be said, the one that, aiming for the impossible, stops dead before the word “impossible” and writes it as “end.”

To fly/steal is woman’s gesture, to steal into language to make it fly. We have all learned flight/theft, the art with many techniques, for all the centuries we have only had access to having by stealing/flying; we have lived in a flight/theft, stealing/flying, finding the close, concealed ways-through of desire … woman partakes of bird and burglar, just as the burglar partakes of woman and bird … (her) pleasure in scrambling spatial order, disorienting it, moving furniture, things, and values around, breaking in, emptying structures, turning the selfsame, the proper upside down.


What woman has not stolen? Who has not dreamed, savored, or done the thing that jams sociality? Who has not dropped a few red herrings, mocked her way around the separating bar, inscribed what makes a difference with her body, punched holes in the system of couples and positions, and with a transgression screwed up whatever is successive, chain-linked, the fence?


A feminine text cannot not be more than subversive: if it writes itself it is in volcanic heaving of the old “real” property crust. In ceaseless displacement. She must write herself because, when the time comes for her liberation, it is the invention of a new, insurgent writing that will allow her to put the breaks and indispensable changes into effect in her history.

Always the same metaphor: we follow it, it carries us, beneath all its figures, wherever discourse is organized. If we read or speak, the same thread or double braid is leading us throughout literature, philosophy, criticism, centuries of representation and reflection. Thought has always worked through opposition, Speaking/Writing, Parole/Ecriture, High/Low. Through dual, hierarchical oppositions. Superior/Inferior. Myths, legends, books. Philosophical systems. Everywhere (where) ordering intervenes, where a law organizes what is thinkable by oppositions (dual, irreconcilable; or sublatable, dialectical). And all these pairs of oppositions are couples. Does that mean something? Is that fact that Logocentrism subjects thought – all concepts, codes and values – to a binary system, related to “the” couple, man/woman? … We see that “victory” always comes down to the same thing: things get hierarchical. Organization by hierarchy makes all conceptual organization subject to man…. Traditionally, the question of sexual difference is treated by coupling it with the opposition; activity/passivity…. Either woman is passive or she does not exist. What is left of her is unthinkable, unthought. 

Now it has become rather urgent to … [bring] to light the fate dealt to woman, her burial – to threaten the stability of the masculine structure that passed itself off as eternal-natural by conjuring up from femininity the reflections and hypotheses that are necessarily ruinous for the stronghold still in possession of authority….


So all the history, all the stories would be there to retell differently; the future would be incalculable; the historic forces would and will change hands and change body – another thought which is yet unthinkable – will transform the functioning of all society. We are living in an age where the conceptual foundation of an ancient culture is in the process of being under mined….


Once upon a time …

Gloria Anzaldúa





From “now let us shift”:
The vortices and their cacophonies continuously bombard you with new ideas and perceptions of self and world. Vulnerable to spiritual anxiety and isolation, suspended on the bridge between rewind and fast-forward, swinging between elation and despair, anger and forgiveness, you think, feel, and react in extremes. Now you flounder in the chaos, now feel cradled en la calma. In the transition space of nepantla you reflect critically, and as you move from one symbol system to another, self-identity becomes your central concern. While the opposing forces struggle for expression, an inner impasse blocks you. According to Jung, if you hold opposites long enough without taking sides a new identity emerges. As you make your way through life, nepantla itself becomes the place you live in most of the time – home. Nepantla is the site of transformation, the place where different perspectives come into conflict and where you question the basic ideas, tenets, and identities inherited from your family, your education, and your different cultures. Nepantla is the zone between changes where you struggle to find equilibrium between the outer expression of change and your inner relationship to it. 


Living between cultures results in “seeing” double, first from the perspective of another. Seeing from two or more perspectives simultaneously renders those cultures transparent. Removed from the culture’s center, you glimpse the sea in which you’ve been immersed but to which you were oblivious, no longer seeing the world the way you were enculturated to see it. From the in-between place of nepantla, you see through the fiction of the monoculture, the myth of the superiority of the white races. And eventually you begin seeing through your ethnic culture’s myth of the inferiority of mujeres. As you struggle to form a new identity, a demythologization of race occurs. You begin to see race as an experience of reality from a particular perspective and a specific time and place (history), not as a fixed feature of personality or identity.


According to nagualismo, perceiving something from two different angles creates a split in awareness. This split engenders the ability to control perception. You will yourself to ground this doble saber (double knowing) in your body’s ear and soul’s eye, always alerta y vigilante of how you are aware. Staying despierta becomes a survival tool. In your journal you doodle an image of a double-headed, double-faced woman, una cara in profile and the other looking ahead. The twin-faced patlache of your indigenous queer heritage is also the symbol of la otra tu, the double or dreambody (energetic body).La naguala connects you to these others and to unconscious and invisible forces. In nepantla you sense more keenly the overlap between the material and spiritual worlds; you’re in both places simultaneously – you glimpse el espiritu – see the body as inspirited. Nepantla is the point of contact where the “mundane” and the “numinous” converge, where you’re in full awareness of the present moment. You can’t stand living according to the old terms – yesterday’s mode of consciousness pinches like an outgrown shoe. Craving change, you yearn to open yourself and honor the space/time between transitions.

Anzaldua’s notes:

Nepantla is an indigenous word for an in-between space…. I have expanded this word to include certain workings of consciousness.

Naguala is the feminine form of nagual, the capacity some people such as mexican indigenous shamans have of “shapeshifting” – becoming an animal, place, or thing by inhabiting that thing or by shifting into the perspective of their animal companions. I have extended the term to include an aspect of the self unknown to the conscious self. Nagualismo is a Mexican spiritual knowledge system where the practitioner searches for spirit signs. I call the maker of spirit sings “la naguala,” a creative, dreamlike consciousness able to make broader associations and connections than waking consciousness. 


From Borderlands (1987): 

La facultad is the capacity to see in surface phenomena the meaning of deeper realities, to see the deep structure below the surface. It is an instant “sensing,” a quick perception arrived at without conscious reasoning. It is an acute awareness mediated by the part of the psyche that does not speak, that communicates in images and symbols which are the faces of feelings, that is, behind which feelings reside/hide. The one possessing this sensitivity is excruciatingly alive to the world.


Those who are pushed out of the tribe for being different are likely to become more sensitized (when not brutalized into insensitivity). Those who do not feel psychologically or physically safe in the world are more apt to develop this sense. Those who are pounced on the most have it the strongest – the females, the homosexuals of all races, the dark-skinned, the outcast, the persecuted, the marginalized, the foreign…. It’s a kind of survival tactic that people, caught between the worlds, unknowingly cultivate. It is latent in all of us. …


Fear develops the proximity sense aspect of la facultad. But there is a deeper sensing that is another aspect of this faculty. It is anything that breaks into one’s everyday mode of perception, that causes a break in one’s defenses and resistance, anything that takes one from one’s habitual grounding, causes the depths to open up, causes a shift in perception. This shift in perception deepens the way we see concrete objects and people: the senses become so acute and piercing that we can see through things, view events in depth, a piercing that reaches the underworld (the realm of the soul). As we plunge vertically, the break, with its accompanying new seeing, makes us pay attention to  the soul, and we are thus carried into awareness – an experiencing of soul (Self).


We lose something in this mode of initiation, something is taken from us: our innocence, our unknowing ways, our safe and easy ignorance. There is a prejudice and fear of the dark, chthonic (underworld), material such as depression, illness, death and the violations that can bring on this break. Confronting anything that tears the fabric of our everyday mode of consciousness and that thrusts us into a less literal and more psychic sense of reality increases awareness and la facultad. (from“Entering into the Serpent”)
Assignments:

Answer all of the following questions:

1. Identify a binary in SCI. How do we see it portrayed in the book? Is it connected to any particular characters, scenes, themes? Is it challenged? How? Include at least one quote in your answer.

2. Identify a binary from your own experiences. How does this binary affect your choices and identity? Do you or others attempt to challenge it? How?

3. Do you think the public/domestic sphere binary still functions in America today? Explain the extent to which you think it still does or doesn’t function, and point to examples. 

4. Explain what Anzaldúa means by nepantla, numinous and mundane, and la facultad. Identify an example of nepantla from SCI and explain your choice.

5. In the last two passages of Cixous, she talks about the binaries that have structured western culture. Explain what she says about the consequences of these binaries to women’s experiences, and what she proposes as a way to challenge and dismantle these binary structures. 

LESSON FOUR
REINVENTING THE ENEMY’S LANGUAGE, ed. JOY HARJO

This collection of writings bring together voices that are diverse in many ways: they cross tribal affiliations and racial categories, they write in poetry, prose, chant, and mixed forms; they write in English and tribal languages; they are funny and they are tragic; the writings are from widely published writers as well as from writers who’ve rarely been published before. In creating such a varied array of writings, the editors hoped to reflect the rich diversity of the women writing, who all share the one strong identity of Native North American. The writer Paula Gunn Allen (Laguna Pueblo) said, of Native North American women writers:

Modern American Indian women, like their non-Indian sisters, are deeply engaged in the struggle to redefine themselves. In their struggle they must reconcile traditional tribal definitions of women with industrial and postindustrial non-Indian definitions. Yet while these definitions seem to be more or less mutually exclusive, Indian women must somehow harmonize and integrate both in their own lives. (http://womenshistory.about.com/library/qu/blqualle.htm)
One common thread we see running throughout these writings is the need to identify and challenge binaries, as Allen says. As you read think about the following:

· Relationships between men and women, human and nature, past and present.

· Rituals and their purposes; rituals often connect people to a each other, bringing together the “mundane and numinous,” the physical world and the spiritual, the past and the present 

· Growth, rebirth, and how they occur. Often growth happens only after a loss, a “falling apart.” 

· Seeming contradictions and conflicts are held together in a whole: love and hatred, anger and forgiveness, birth and death

· Alternative notions of success, knowledge, truth, and power 
Reading:

From Reinventing the Enemy’s Language: “Introduction” 19-31, Hunter 122, Noel 233, Maracle 247, Rose 269, Rose 291, Hill 309, Erdrich 412, Erdrich 463, Hogan 450, Hogan 331, Tremblay 518, LaDuke 264, northsun 395, Awiakta 470, Sweet 496, Walters 533, Harjo 556

Watch:

http://www.youtube.com/watch?v=wLafhhUUj6s
Joy Harjo (editor of our book) reading Nila Northsun’s poem from your reading

http://www.youtube.com/watch?v=fJJLtJnl8qM
Joy Harjo discussing and reading her writing; she talks about the heart vs. reason, risk of silences, power of expression, and connections between creative arts. If you’re curious about the markings on Harjo’s right hand they’re tattoos:  she explains them here:

The tattoo on my hand is a tattoo. It’s not henna. The style is from the Marquesas Islands. The Marquesas are north of Tahiti. 
Roonui, a Tahitian artist, did the tattoo freehand in Moorea, Tahiti. He is now living in Canada. http://www.roonui-tattoo.com/ It took two-and-a-half hours. (And yes, it hurt.)

I’d seen the tattoo there on my hand for sometime. The tattoo represents assistance for my work. I use my hands for music, writing, and everything else I do. The tattoo reminds me of the levels of assistance. I am also carrying a beautiful piece of art with me wherever I go. 
Roonui says: "Polynesian tattooing is not a simple exercise in aesthetics. Polynesian carve into their body the symbols of their actions (past present or future), their promises, their games."
The part inside my wrist, close to my heart, resembles ancestral designs of my tribal people.  (Joy Harjo, http://www.joyharjo.com/ResourceQuesMore.html)

Assignments:

Answer six of the following questions:
1. Find an example of nepantla in one or two texts from REL and explain why you think it embodies nepantla, referring to the “numinous and mundane” (review Anzaldua’s essay from Lesson 4). Explore how this affects the characters; what is perceived, changed, understood in this space? Include at least one quote in your answer.

2. What are possible meanings for the title “Reinventing the Enemy’s Language”? Think of other examples of this kind of reinvention, from our course texts and from experience.

3. In Tremblay, Erdrich 463, and Hogan 331, discuss how each text portrays differences and relationships between women and men. What do you think about these portrayals? Include at least one quote from each text in your answer. 

4. Look at Hunter, Rose 269, Hogan 450. What kinds of rituals are depicted in each text? What are the goals of the rituals, what are the ritualistic objects? In Rose’s poem, what do you think “living in an archeological way” means? Do you think contemporary American culture has any meaningful rituals? If so, what? Include at least one quote from each text in your answer.
5. Look at Erdrich 412 and find images of unpeeling, mess-making, and breaking throughout the story. What do these images suggest about characters’ lives? About any changes in the characters’ lives? Compare the last pages of the Erdrich story to the last pages of Maracle’s story. Include at least two quotes in your answer.

6. Look at Maracle's story and discuss: What are the different meanings of “political” implied by the story? How would you answer the question in the title, “Who is political here”? Include at least one quote in your answer.

7. Hogan 453 refers to “a form of sacred reason, different from ordinary reason.” Explain what you think she means; what are the differences between these kinds of reason? Point to an example of each type of reason from REL; include at least two quotes in your answer.

8. Compare the notions of “wildness” in Noel 234 and in Maracle’s story. Include at least two quotes in your answer. 

9. Compare La Duke’s representations of “women warriors” in REL 264-69 to Awiakta’s Amazons in REL 470-78. How do these stories portray women warriors? What are the qualities distinguishing such warriors? In LaDuke’s story, what do you think about the actions taken by the women? Include at least one quote from each story in your answer.
LESSON FIVE
WOMEN AND THE BODY

As we’ve already seen in our readings, women’s relationships with their bodies are inextricably bound up with their creative expression and writing. Attitudes towards women’s bodies historically have echoed attitudes towards their social roles, their identities, their intellect, and their power. In this lesson you’ll look at a PowerPoint presentation about issues surrounding women and their bodies: how they feel about them and how they’ve been taught to feel about them. As you look at the slideshow, think about the previous readings and how the images and ideas apply. Think also about binaries and hierarchies imposed on women’s bodies, and how bodies and expression/writing are connected. These slides will also prime you to think about the book Minding the Body, which you’ll read in the next lesson.

Reading:
PowerPoint presentation in Canvas
Assignment:

Answer the following questions:

1. What did you think of the images and information in the slide show? Feel free to rant and rave, informally exploring your reactions and thoughts.

2. Find an ad or a still media image that portrays a woman (it’s fine if a man is included too). You can use any image, but if you need options you can choose from the ads without commentary from the end of the slide show, or from one of these websites:

http://www.about-face.org/
http://www.genderads.com/
http://library.duke.edu/digitalcollections/adaccess/
Discuss what your image suggests about women’s bodies, using ideas from the slide show and adding your own. What does the image’s portrayal of women’s bodies suggest about broader social roles and identities? Look closely at details of your ad’s visuals and language.

3. What lessons have you learned about your body and what effects have these lessons had on the ways you think about yourself and your social identity? You can write about a specific experience, or more generally about what you pick up from your culture. If you don’t want to write about yourself, you’re welcome to write about someone else, or even create a character.

4. This lesson has focused on portrayals of women’s bodies that teach destructive lessons about female identity. If you could design an ad or other media image that challenged these attitudes, sending more constructive messages, what would it look like? You can either create an actual visual and send it, or describe it. Whichever you do, also explain how your new image offers alternatives to the mainstream ones we looked at. 

LESSON SIX

MINDING THE BODY, ed. PATRICIA FOSTER

The body – what we eat, how we dress, the daily rituals through which we attend to the body – is a medium of culture. The body … is a powerful symbolic form, a surface on which the central rules, hierarchies, and even metaphysical commitments of a culture are inscribed and thus reinforced through the concrete language of the body…. The body is not only a text of culture. It is also … a practical, direct locus of social control…. Our conscious politics, social commitments, strivings for change may be undermined and betrayed by the life of our bodies.         (Susan Bordo, “The Body and the Reproduction of Femininity,” from Unbearable Weight)
In the quotation above, Susan Bordo explains how cultural beliefs are projected onto women’s bodies. She says that the body is a “text of culture,” meaning that we can “read” the body for stories about these cultural beliefs and individuals. She also suggests that the body is a “locus of social control,” meaning that by controlling the body and attitudes about the body, a person and his/her community can also be controlled. Think about how these ideas apply to the images from Lesson 5. 

The writers in Minding the Body all explore the various ways in which women’s bodies are “symbolic,” and the stories and beliefs that are reflected in these texts of women’s bodies. Patricia Foster says, in her introduction to the book:
It has taken me years to understand how my own culture has constructed myths that have denied women power over and respect for our bodies and have repressed the urge to speak … the body is not only a sexual statement, but a social one as well, an ongoing story with multiple plots that women individually and collectively must speak … I think this celebration of what is rather than what’s desired is a tribute to women’s emerging self-acceptance and respect in the world. Rather than asking “How do I look?” as a question of identity, many of the women in this collection are asking “How have I been taught to see myself?” as a way of critiquing cultural assumptions.              
(Patricia Foster, “‘Reading the Body”)
The writers look at these myths and stories women and men have been taught to think about women’s bodies. They discuss how such stories have affected their lives and opportunities. Most importantly, many of the writers look at possibilities for change, for rewriting the often destructive stories. As Foster says, the writers often start by looking at “how [they] have been taught to see” themselves; they then propose ways of reteaching themselves, creating affirming, empowering narratives about women’s bodies.

A common theme in many of these essays is shame: women feeling shame for their bodies. Think back to the “patriarchal voices” from Lesson 1, and how many of those voices spoke of the innate inferiority and shamefulness of women’s bodies. A medieval mystic nun from the 12th century, Marie d’Oignies, wrote about herself this way:

From the horror she felt at her previous carnal pleasure, she began to afflict herself and she found not rest in spirit until, by means of extraordinary bodily chastisements, she had made up for all the pleasures she had experienced in the past. In vehemence of spirit, almost as if she were inebriated, she began to loath her body when she compared it to the sweetness of the Paschal lamb and, with a knife, in error she cut out a large piece of her flesh which, from embarrassment, she buried in the earth.

She feels such shame for her “carnal pleasures” that she literally cuts off part of her flesh and buries it.

While many of the writers in Minding the Body also speak of such consuming shame, they also talk about how they’ve overcome such shame and resisted cultural lessons about it. Nancy Mairs, in one of my favorite quotes, says, “Speaking out loud is an antidote to shame” (MB 276). In these essays we hear many women speaking out loud.

Pay attention to the many images of mirrors. How do the writers see themselves in mirrors? Do they see themselves whole? Or fragmented, in pieces? These mirror images are significant because they suggest how women have been “taught to see themselves”: either as whole, unified, strong bodies, or as broken, fragmented bodies. 

Many of the writers explore how attitudes towards their bodies reflect attitudes towards other women and the natural world. Linda Hogan discusses how attitudes towards women’s bodies often echo attitudes towards nature and the environment; if women’s bodies are seen as wild and in need of control and exploitation, then the natural world will also be seen that way. Other writers, such as Pam Houston, Jenifer Shute and Sally Tisdale, address how attitudes towards their bodies affect friendships with other women. Tisdale and Houston say that their criticisms of their own bodies are extended to all other women, whom she mistrusted, and Shute finds it impossible to like any women when her disgust at her own body runs so deep. Once again, pay attention to what these writers say about possibilities for change here: how women can shift mistrust of their bodies to acceptance and love, and thereby also strengthen connections to others and their world.

Reading:
From Minding the Body:  “Introduction,” Houston, Tisdale, Shute, Grealy, Cofer, al-Shaykh, 
Hogan, Porter, Harrison, Mairs, Burroway

Assignment:

Answer the following questions:
1. What do you think of the cover of the book? Do you think it reflects the stories about women’s bodies contained in the book? Does it conflict with these stories? If you redesigned it, how would it look? You can either write a description of your new cover or actually create one and scan it. Explain how your new cover better reflects the essays than the original.
2. Sally Tisdale discusses how attitudes towards overweight women reflect broader attitudes towards women’s roles in general. Explain what some of these attitudes are, and discuss how Tisdale resists such attitudes. Include at least two quotations from Tisdale in your answer.
3. Explain Jenifer Shute’s attitudes towards food, including at least one quotation. Then explain what she is striving to achieve by avoiding food, including at least one quotation. Look at the final paragraph on pp. 264-265. What does this image suggest about Shute’s frame of mind?
4. Explain how Nancy Mairs sees her voice as connected to her body. How does her struggle with multiple sclerosis affect her voice? Include at least two quotations in your answer.

5. In her introduction, Patricia Foster says that the essays in MB constitute “narratives that question our society’s mandates about the female body.” Choose one essay that you didn’t discuss in questions 1-4 and discuss how it challenges the cultural myths (“society’s mandates”). How does the essay refute the myth? Struggle with it? What alternatives does it propose? Point to at least one specific passage from the essay, and include at least one quote in your answer. 

6. In the quote at the beginning of the lesson, Susan Bordo speaks of “daily rituals” used to control the body. Choose at least 2 rituals addressed in any of the essays from MB and discuss how each is used to control the body, and what the each ritual suggests about broader cultural notions about women’s roles.  You can choose rituals from two separate essays or just one. Include two quotes in your answer.
LESSON SEVEN
TWO OR THREE THINGS I KNOW FOR SURE, BY DOROTHY ALLISON

To explore Dorothy Allison’s book, I want to start by going back to Hélène Cixous, from Lesson 3, and revisiting these passages:
To fly/steal is woman’s gesture, to steal into language to make it fly. We have all learned flight/theft, the art with many techniques, for all the centuries we have only had access to having by stealing/flying; we have lived in a flight/theft, stealing/flying, finding the close, concealed ways-through of desire … woman partakes of bird and burglar, just as the burglar partakes of woman and bird … (her) pleasure in scrambling spatial order, disorienting it, moving furniture, things, and values around, breaking in, emptying structures, turning the selfsame, the proper upside down.


What woman has not stolen? Who has not dreamed, savored, or done the thing that jams sociality? Who has not dropped a few red herrings, mocked her way around the separating bar, inscribed what makes a difference with her body, punched holes in the system of couples and positions, and with a transgression screwed up whatever is successive, chain-linked, the fence?


A feminine text cannot not be more than subversive: if it writes itself it is in volcanic heaving of the old “real” property crust. In ceaseless displacement. She must write herself because, when the time comes for her liberation, it is the invention of a new, insurgent writing that will allow her to put the breaks and indispensable changes into effect in her history.

Now it has become rather urgent to … [bring] to light the fate dealt to woman, her burial – to threaten the stability of the masculine structure that passed itself off as eternal-natural by conjuring up from femininity the reflections and hypotheses that are necessarily ruinous for the stronghold still in possession of authority….
So all the history, all the stories would be there to retell differently; the future would be incalculable; the historic forces would and will change hands and change body – another thought which is yet unthinkable – will transform the functioning of all society. We are living in an age where the conceptual foundation of an ancient culture is in the process of being under mined….


Once upon a time …

In these passages Cixous is discussing the vital importance of stories, and the creation of new stories, to empower women to determine their own lives and identities. Dorothy Allison also is centrally concerned with the power of stories, and the essential need to tell stories. In a sense Allison’s book picks up where Cixous leaves off, telling the new fairy tale beginning with “once upon a time.” In this new tale, Allison offers many possibilities for telling new stories about herself, resisting the traditional stories she’s been told about weakness and hate by creating new stories about strength and love.

Allison’s book is technically called a “memoir.” What does the genre “memoir” lead a reader to expect about the story’s truth? Allison has said that she didn’t like calling this book memoir, as the term suggests a factual adherence to actual event. She admits that she makes up stuff, changes events, leaves things out, to get to a deeper “truth.” So really this text is a blend of memoir and fiction. 

The photographs also complicate the book’s form. Allison blends the visuals with her own language to create a story that is dependent on both; the pictures and words work together often to create a third message/meaning, only gained by looking at them together. It’s a kind of “truth” not available in just the words or pictures alone. As you read, think about how the pictures and the words connect to each other.  An especially powerful section is on pages 39-42. When we read the words describing her abuse, and then see the pictures of herself at that age, we understand a truth behind the picture and behind the words that we wouldn’t understand with either on its own. 

Reading:

Two or Three Things I Know for Sure, by Dorothy Allison

Assignment:
Answer all of the following questions:

1. On p.3 of 2 or 3 Things, the paragraph beginning with “I’m a storyteller,” Dorothy Allison discusses different metaphors for storytelling and the purposes of stories. Explain what each metaphor means and what it suggests about the purposes of stories. Then identify one story she tells in 2 or 3 Things for each metaphor that fulfills the purpose implied by that metaphor. Include at least one quote in your answer.
2. Hélène Cixous talks about the new stories that we need to “retell differently.” Identify one story that Dorothy Allison tells and explain the extent to which it “differently” retells a traditional narrative. Be sure to clarify what the traditional story would be, and how her version changes this story. Include at least one quotation in your answer.

3. Identify two binaries Allison addresses in her book (look back at Lesson 3 for a refresher on binaries). For each binary, explain how Allison represents it, what embodies each side? Than discuss the extent to which Allison challenges each binary. Include at least one quotation in your discussion of each binary.

4. Discuss the connections between the passages on pp. 38-39. What does the brick wall suggest? What are the two types of stories she discusses. Compare these pages to her dream on pp. 92-94. How does this last passage suggest she has changed? What has allowed her to change this way? Include at least one quote in your answer.
5. Why does her family laugh at the idea of her creating a family tree in school (pp. 8-12)? Look at the section on pp.17-21.    How do these photographs serve as an alternative to the traditional family tree? How does the book as a whole serve as an alternative to the traditional family tree? If you were to design an image to better reflect your family than the traditional tree, what would it look like? Include at least one quote in your answer.
6. What does the title suggest about what Allison “knows”? If you listed these 2 or 2 things for her, what would be on her list? If you created a list for yourself, what would be on your list?
LESSON EIGHT
ZINES AND A GIRL’S GUIDE TO TAKING OVER THE WORLD, 
ed. TRISTAN TAORMINO
Making changes requires talking and understanding, and working with one another. One way we can do this is through sharing what it is we do in a publication geared toward communication, awareness, and action. -- Diana Morrow

doing a zine is very egotistical. it is creating something a saying “here read this, i have something of value to say.” there is nothing wrong with having an ego, mind you. it is great for one’s self esteem to print up their thoughts and opinions and pass it on to others.   – Witknee

I still want the same things. to break – with this one small gesture – the crazy things we are taught; to keep distant and mistrustful, alienated, lonely, and safe. i still want to know stories whispered and yelled and coughed out between too much laughing. --Cindy O. 

Zines provide forums for a wide variety of people to express themselves in diverse ways; they allow ideas and stories to be told that otherwise may not be told, because they have no place in more mainstream publications. The style, voices, and focus of a zine are as varied as they people who create it. Many zines are focused around a specific theme or topic, such as surfboarding, barefoot hiking, waitressing, etc. The zines we’ll look at in class all focus on young women’s experiences.
I like ending our reading with these zine pieces, as they bring together many of the ideas discussed in the course and addressed by our writers. The zine pieces talk about voice: its power to cause change. And the voices in these zines are very diverse; they cross not only socio-economic borders of race, class, and sexuality, but genre borders as well. These zine pieces mix things up, literally and figuratively, challenging many binaries. They blend serious with humorous, visual with verbal, mundane with profound, anger with sentimentality. They address a wide range of topics: food, family, love, fashion, politics, sex, religion, work, friendship, body, with a wide array of attitudes and tones. You could draw lines of connection between any of our writers and these zine pieces: Shange’s exploration of family, identity, and creativity; REL’s look at rituals, transforming spaces and experiences; MB’s essays about the body, shame, and women’s pleasure; Allison’s discussions of the power of storytelling, and the need to “fall apart” before becoming stronger and whole again. 

One caveat to keep in mind as you read the pieces in the book: as great as they are, they aren’t the “real” zine experience. These pieces have been chosen by editors and published in a book that costs money. They are taken out of the contexts of their original zines, so you don’t see them next to the other pieces in the zine. They still represent powerful, boundary-crossing, subversive writing, but in reading them you are missing some of the full zine experience.

As you read, think about the following:

· The categories included in the table of contents. “Dear Diary,” “Slumber Party,” etc. These allude to experiences and spaces often found in girls’ lives. They are experiences involving connection with others, expressing feelings, and often, secrecy. They are also experiences that are often devalued by the society as a whole: slumber parties, diaries, are often minimized as trivial places of giggling girls or rants about crushes and mean parents. But in Girl’s Guide, these spaces and experiences are intensified: they are still spaces of connection and expression, but the connections and expressions are powerful and transformative. They are often subversive and radical, too, where taboo feelings that challenge mainstream notions are expressed and acted upon. By organizing the book with these categories, the editors elevate the worth of these often diminished experiences of girls and women. 

· Many of these pieces bring together the “mundane and the numinous” powerfully. Look back at Lesson  3, Anzaldúa’s essay, for a refresher on this. The writings bring together seemingly trivial things with profundity, and show how this combination creates a kind of “nepantla,” where a new awareness and transformed thinking occur. For instance, in “Gogglebox 100” piece (126), the writer lists things that are important to her. Right next to “The Muppet Movie” you have “Fuck Guiliani!” (a reference to the then  major of New York City). You have a sweet children’s film paired with an angry political statement, which work together to give you a sense of the writer’s complex identity. 

· Many of these pieces challenge and rewrite traditional narratives about girls’ and women’s experiences. They make you aware of the expected, mainstream story in the background, as they change the direction of the story towards a path that exposes the assumptions underlying the tradition, and often shatters those assumptions and gives new possibilities. A good example of this is “Lusty Lady” (77). In this piece Erica Langley discusses her experiences working at a strip club. But rather than a tawdry place of exploited, demeaned women, the Lusty Lady is actually a place of women's strength and agency; the story is retold.

Reading:

Table of Contents, v-ix

“Forward,” xi-xiv

“Girl Picnic,” 17-20

“Read it and Weep,” 22

“there is something horribly, terribly wrong,” 31-32

“Girl Talk,” 46

“In Retrospect,” 51

“The Electra Company,” 57-59

“Pregnant at the Glass Slipper,” 67-68

“I like things to be small,” 71-72

Image on p. 76

“Lusty Lady,” 77-80

“The Daily Grind,” 81-82

“Temporary Insanity,” 84-87

“Soliloquy: Assertive Barbie,” 104

“Googlebox 100,” 128

“Princess Visions,” 138-139

“My sister is amazing,” 144-146

“Princess Charming,” 160-163

“Men?” 164

“Sisterhood Would Have Been Powerful,” 171-174

“Asian F***ing Stereotypes,” 180-183

“Things I’m Gonna Stop Doing with my White Privilege,” 189-190

“Reflections of a Stupid Slut,” 191-194

“Contributors,” 201-209

Browse and Watch:

Look through this website about “grrrlzines”; you’ll get background information and many more examples of zines and their possibilities

http://www.grrrlzines.net/about.htm#zines
Watch this video, an interview with Gretchen Wagner, who wrote an essay about a “Girl Zine” exhibit at the Museum of Modern Art. She talks about the history of zines and how they connect with the women’s movement:

http://www.youtube.com/watch?v=-7467khTEQ4
Assignments:

Answer all of the following questions:

1. In the introduction to Girl’s Guide, Taormino and Green explain that the categories they used to organize the zine writings “represent the spaces in women’s lives where they communicate with each other and themselves. … Interesting, all these spaces seem innocuous on the surface, but are actually quietly subversive; what goes on between women in these settings can be more dangerous than they appear” (xiv). Choose two pieces from Girl’s Guide illustrating this kind of “space”; explain how the space seems innocuous on the surface, yet is actually subversive.  Include at least one quote from each piece. 
2. In “Pregnant at the Glass Slipper” (Girl’s Guide 67-68), June says repeatedly that she was “learning about being a woman” while she worked there. Explain what she learns about being a woman, and choose one other assigned reading from Girl’s Guide and explain how a similar lesson is learned there. Include at least one quote from each piece. 
3. On p. xiv of Girl’s Guide, Green and Taormino say about zine writing that “The writing tends to integrate information in a way we’re not used to seeing.” Choose any two assigned readings from Girl’s Guide and discuss how each tries to “integrate information” in this new way; how is such an integration presented to us as readers? What does such new integration suggest about the experiences and ideas of the women and their cultures? Include at least one quote from each piece. 

4. Choose any two readings from Girl’s Guide, and explain how each rewrites traditional narratives about women’s experiences. Review the last bullet point above for an explanation of “traditional narratives” and their revisions. Be sure to first explain what those mainstream narratives are and what assumptions they contain. Include at least one quote from each piece. 

LESSON NINE
ZINE WRITING ASSIGNMENT
Now it’s your turn to create some zine pieces. For this lesson, you need to create 3 pieces that could appear in a zine. I’d like your focus to be on some issue of gender, although it doesn’t necessarily have to be a “girl” or “grrrl” issue. You have a great deal of freedom in putting these together, but there are some basic requirements:

1. Each piece needs to be at least one page long, and can be longer (no maximum length). 

2. Each piece needs to include some language. You can definitely include visual components (in fact I encourage you to), but in addition to the visual components, you need to include writing. 

3. Each piece should consist of at least half of original work created by you. This means that if you use, for instance, magazine cut outs for a collage, or song lyrics from a band you like, or quotes you admire, that you also need to include your own original responses to those “borrowed” parts.

4. In addition to your three pieces, you need to submit an informal, 1-2 page reflection on your pieces. In your reflection, you might discuss the process itself; why you made certain decisions; which readings for the course influenced you; if this was different from other writing projects and if so, how; your favorite aspect of the process; what you learned from doing this; how you feel about the final product; what you might do differently next time, etc. You might also comment on the nature of the hypothetical zine that would include your pieces: what would you title it? Who would be the audience? Would it have a main focus or theme?

As long as you fulfill these requirements, you have a lot of creative license in your pieces. You can mix media and genres, explore non-traditional areas, be funny, be serious, combine funny and serious, rant angrily, rave in celebration, mix up ranting and raving. You’re welcome to use any work you’ve already submitted for this course as a starting point for a piece. You can also use any of the readings as models; many students, for instance, have done pieces following the “List of Things to Do Before I Die” from REL, or “Two or Three Things I Know for Sure,” or photographs combine with writing from Two or Three Things, or “The Googlebox 100” from Girl’s Guide.

 Look back at the readings from Girl’s Guide, and at the zine links from Lesson 8, for examples and possible models. Do look at the following links; these are all examples of student zine pieces from my regular classroom version of 338, where the students produced whole zines. I tried to choose examples that show the range of possibilities you have. (If you are ever on the WWU campus, I have boxes of these student zines in my office, and you’re welcome to stop by and look through them if you want; if you can’t make my office hours email me for an appointment.)

338 Student Zine Pieces:

Here are some ideas to consider about zines as you plunge into the creative process: 

· Zines can be written in various formats, including hand-written pieces or cut-and-paste collage.

· Zines often highlight insightful, provocative, political, and outrageous writing.

· Zines represent uncensored, underground “writing on the edge.”

· Zine writing crosses many “boundaries.” It uses personal stories, fiction, rants, poetry, essays, journalism, visual design, photographs.

· Zine writing constitutes a powerful of communication and often introduces new voices and new ideas that challenge traditional, mainstream thinking.

· Zine writing breaks with conventions of punctuation, spelling, and formatting to create a more experimental form of expression.

· Zine writing often represents a diverse range of perspectives, voices, emotions, and ideas.

· Zine writing tends to integrate information in a way we’re not used to seeing.

· Zines don’t have to be consistent; your zine pieces may consist of a wide diversity of voices and approaches. 

If you’re stuck about where to start, or just want to brainstorm and jumpstart the creative process, you can consider some of these questions (these are not required, they’re just to help get you thinking):

· What’s your first memory about gender? Best memory? Worst memory? 

· If an anthropologist from another galaxy landed on Earth and spent her entire two-hour stay on the Western campus, what “understanding” of men and women’s culture on Earth’s culture would she take back to her home planet? What conclusions would she draw about gendered life on Earth based solely on what she saw and heard on the campus? How would these findings change if she landed somewhere else? 

· What would you most like to know about the opposite gender that you don’t know? 

· What are some key gender lessons you learned as a kid? 

· What behavioral trait and physical part belonging to the opposite gender would you most like to have? Least like to have? 

· How would you redesign a gender-specific toy to make it more accurately reflect reality? 

· What do you most and least like about being of your gender? 

· Which gender role models do you most admire? 

· How would you redesign an advertisement targeted at a specific gender, to change its gender message? 

· Write a letter to a child, telling him/her what it’s like to grow up as your gender, and what you wish for him/her. 

· What gender stereotypes make you most angry? Which do you resist the most? Which do you follow? 

Submitting this lesson may be a little trickier than other lessons if you include visuals. You have several options:

1. You can scan your pages and email them. 

2. You can post them to a site online, like Prezzi, and send me the link.

3. You can send them the old-fashioned way through the mail, to the Independent Learning office. 

If your pieces consist of just writing, you can email them the regular way.
LESSON TEN
FINAL EXAM
Choose four of the following questions. Answer each, paying close attention to details of the texts. Each answer should be at least 1 page long. I expect you to spend about 2 hours on this exam. You can use any books or notes from the course during the exam. When you submit your exam, note clearly which questions you’re answering.

1. Many of our texts have explored the connection between women’s bodies and women’s creative expressions. Choose any two of the following texts: SCI, Two or Three, MB, and discuss how this connection is represented. What’s the relationship between the body and creativity? Are any traditional notions about this relationship challenged in the text? Include at least one quote from each text. 

2. Choose two of the following texts: REL, SCI, Two or Three; discuss how each text portrays a character’s or characters’ relationships to the past and history. This could be a relationship to the character’s own past, and/or to a more distant tribal, racial past. How is this relationship manifested in the text? What effects does the past have on the character’s present life? How does the past influence the character’s identity? Include at least one quote from each text.

3. Choose two of the following texts: SCI, REL, Two or Three; discuss and compare how each text portrays mothers (you can include grandmothers, great-grandmothers), and mothers’ relationships with their children. Include at least one quote from each text.

4. Throughout the course we’ve discussed the image of the “leaky woman” as it appears in culture and in our texts. Choose two of the following texts: MB, GG, REL; explain what you think this image means, and what cultural anxieties about women the image suggests. Then choose any two of our texts and discuss how notions of “leaky women” appear in each text. These can be literal or metaphorical images. How are such “leaky women” represented in the texts? What effects do these women have on their cultures? Is this anxiety challenged in the texts? Include at least one quote from each text.

5. In SCI 8, the narrator says “So what is most ordinary is made extraordinary.” Explain what you think that phrase means. Then choose two of the following texts: GG, MB, SCI; for each text, identify an example of the ordinary becoming extraordinary, and discuss how this transformation affects women, men, and cultural beliefs and power. Include at least one quote from each text.

6. Due to an unexpected warp in the space-time continuum, you suddenly discover that you have to teach a 10-week Women’s Literature course to 60 undergraduates. You have to choose three texts, and only three texts, to teach in your course (space-time constraints are even tighter in this particular cosmic warp). Discuss which three texts you’d choose to teach, and why. You must choose your texts from those we’ve read in this course (you can, though, choose individual readings and essays from our books that contain collections). In discussing this, think about connections and disconnections between texts. What does your particular group of texts suggest about the nature of “women’s writing”?  What would you want your students to understand about women, their texts, and their cultures, and how would your particular choices help them towards such understanding? Back up your ideas with clear evidence from your chosen texts. Include at least one quote from each text.

