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Performing the Body: Science/Sex/Culture

I. Introduction

To analyze representations of the body in a variety of discourses, this course engages semiotic theory so as to examine the operations of explicit imagery within a complex web of attitudes and cultural practices. Semiotics is considered a method and practice and as contributing a sophisticated language for the important [tricky, thorny, sticky, prickly] subject of this course.   Ideologies of gender, the privatization of sexual activity, and the political uses of language are emphasized as influencing viewer-text interactions. Critical scholarship on the history of science and sex(ual construction) is utilized to investigate semiotic conventions deployed in speech about topics such as body politics, sexological imperatives, the cinematic body, erotic imagination, the proliferation of deviance, and intersecting structures on sex, gender, sexual orientation, race and class. This semester addresses: 1) linguistic and non-linguistic representations of sexualities in mainstream and subcultural imagery, including pornography; 2) medical surveillance of women and persons with AIDS; and 3) technological/semiotic constructions of the body, including cosmetic and sex-change surgery. Finally, the course considers how its selected film and video texts contribute to and/or resist dominant regulatory discourses.

II. Eros and civilization

A radical theory of sex must identify, describe, explain, and denounce erotic injustice and sexual oppression.  Such a theory needs refined conceptual tools which can grasp the subject and hold it in view.  It must build rich descriptions of sexuality as it exists in society and history.  It requires a convincing critical language that can convey the barbarity of sexual persecution. (Gayle Rubin, "Thinking Sex: Notes for a Radical Theory of the Politics of Sexuality," 1984)

Psychology provides a language and discourse for semioticians to produce components for a radical theory of sex or the body as Rubin demands. For example, in Civilization and its Discontents (1930), Freud states one of human psychology's most perplexing positions "which grasp the [our] subject and hold it in view." On the one hand, humans are driven by instinct to pursue pleasure, Eros, Freud's pleasure principle. On the other hand, the pure pursuit of pleasure would not allow anyone time, or energy, for other fundamental human needs, things like finding food, building shelter. Maslow (a more existential psychologist) in the Psychology of Science (1969) maps a "Hierarchy of Needs," for example, organizing human needs from our most basic like food and air to the more complex "self-actualized." Simply put, self-actualization is Mazlow's term for the processes whereby one comes to understand one's self so as to better develop talents and capacities with acceptance of one's limitations. En route to self-actualization, an individual must operate within constructed forms of social organization, what Freud names "civilization." Civilization is constructed through such social organizations as the family, government, and schools, to name a few examples. This need to live in civilization is called the reality principle by Freud. Part of the psychological project for each of us is the mediation between the pleasure principle and the reality principle. This course explores such negotiations; students examine specific cultural artifacts, texts, practices, and performances that epitomize issues about the body, sex and culture. 

I ought to now explain Freud's notion of "discontent" as its implications help frame why I want to study the body.  But my eye and my "I" remind me to slow down. Before I provide any in-depth syntheses of psychoanalysis, I want to recognize the personal, the self, the "I." From my point of view, all good thinking, writing, and politics is personal. Get to the personal.  Hi there!

III. The teacher's pedagogy

I have spent the last fifteen-odd years studying and teaching radical pedagogy. I am anxious for this class because it requires all of us to be open and honest. Together we will make sure that our class is a safe environment; no one should feel uncomfortable; there is no such thing as a stupid question. Some of the material in this class is extreme, explicit, and difficult. Please be warned. I need to clarify that my radical pedagogy is personal–and that I will be encouraging each of you to be personally invested in our course material. I also see a strong relationship between pedagogy and writing–something that I am still working out and something I will ask you about through out the semester–so be warned, other than the sexy material, you’re stuck with my interests, my pedagogy, my writing, and me. I do not lecture, but try to facilitate discussion that is generative, productive, and self-referential. 

Pedagogy refers to the art of teaching and my pedagogy is personal, progressive, performative, and verging on the post modern, though I’m entirely sympathetic to my Modernist roots. I am interested in you and your work, which I believe is perhaps more important than my prescribed content. In other words, your participation is what will make my pedagogy work. Don’t be shy. You need to be engaged, informed, and prepared. You need to apply yourself and take your education seriously. I always tell students that they will get out of their education as much as they put into it. A corny expression, I know, yet one that I still hold with reverence because it assumes that students are active learners with the power and responsibility of their own education. Perhaps I should suggest this class as a challenge. Who is up to doing the work?   

IV. Academic writing

I articulate this short reflection on writing merely to introduce the notion of the mise en abyme. Simply put, a mise en abyme refers to the creation of distance between the writer/subject and text/object to allow the writer to explore her or his personal history, which then influences the negotiation of meaning. I’ll ask each of you to share your negotiated readings of our material—but more, to share your writing, ideas, and larger goals. We are all emerging writers. But more than a career, writing is a means of expression, a tool for development of mind and, in this class, the most fundamental form of representation. After all, one of the main products of your undergraduate experiences is an education that underscores the development of writing. The form of your ideas, your words, is as important, if not more, than the actual ideas. The consideration of form and content—a vital analytical tool—will work as a running theme for our analysis this semester. For example, McLuhan (1960) argued carefully that the form of a medium was as important if not more, than its content.  His dichotomy hot/cool media identifies the degree of technical definition of a medium and its requisite human sensory participation. With television, for example, McLuhan was less interested with what you saw on the television screen and fascinated by what the television screen did to your eye, your brain, your mind and your body. 

V. Discontent

I know what you are thinking to yourself. This guy is crazy. Who hands out a 20 page syllabus?  I’m not trying to engender discontent but provide an example of how I approach the subject of our course. And I do this by writing because writing is part of how I locate my discontent –it’s my living. For many of us, writing requires great effort. And the struggles of writing will be dissatisfying. Do you know when you are feeling dissatisfied? Are you aware of those things, which cause in you such feelings of dissatisfaction—that restless desire for something one does not have. I’m never happy with the products of my writing–this product. I welcome your responses to our proposed course of action. My goal is the opposite of discontent–I hope you’ll enjoy our work this term and foster your love of learning in the process.

However, in the world according to Freud civilization, by its very nature, engenders discontents, they are the unavoidable downside of having the world of "work." The civilized is the bedrock of our daily lives, upon which rests our most valued beliefs. But the discontent we acquire in our trade-off for civilization is often the oil that makes the machinery of civilization run smoothly.  On top of the list is sexual repression, followed closely by men's enormous fear and mistrust of female sexuality and hatred of all homosexuality. These discontents have led to the wholesale oppression—often resulting in physical harm. Along with sexual repression we humans have divided up the earth into arbitrary groups of nations and countries, which, as they squabble over which "civilization" is better, have killed millions upon millions in wars and the ensuing famines and disasters.  And of course, there is slavery, and well, you get the idea.

Are these discontents—the word itself sounds so inconsequential like not getting a seat on a crowded bus—the price we have to pay to have "civilization?" By positing one principle against another—pleasure against reality—Freud set up a paradigm in which Eros and Civilization are constantly at odds.  What would happen, he asks, if we all sought pleasure at the expense of sustaining life?  What would happen if we pursued Eros at the expense of civilization? What happens when your paradigm shifts from the structural, dichotomous, Aristotelian view of the world, to a post-structural, post-modern, post-human worldview where the attitude is not pleasure against reality, but both pleasure and reality, both Eros and Civilization? Oh dear. Well, here we go . . .  I hope my brief narrative has given you a stronger sense of the important [and yes, tricky, thorny, sticky, prickly] subject of this course. Welcome. 

Reading List 
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Course Breakdown/Reading Schedule

Note: * readings will be provided in class packet

I. Introductions

Semiotics for Beginners

Chandler, Daniel. “Semiotics for Beginners.” This is a popular hypertext guide to semiotics by Daniel Chandler at the University of Wales, Aberystwyth. Go to:

< http://www.aber.ac.uk/media/Documents/S4B/semiotic.html>

*Fiske, John. "The Jeaning of America," Understanding Popular Culture, Routledge: New York, 1989, 1-22.

Culture Industries: Frankfurt School

Benjamin, W. "The Work of Art in the Age of Mechanical Reproduction," Illuminations: Essays and Reflections, trans., H. Zohn, Schocken Books: New York, 1968. Go to:

<http://www.marxists.org/reference/subject/philosophy/works/ge/benjamin.htm>

Horkheimer, Max & Adorno, Theodor.  "The Culture Industry: Enlightenment as Mass Deception," Dialectic of Enlightenment, trans., J. Cumming, Continuum: New York, 1993 ed. Go to: < http://www.marxists.org/reference/subject/philosophy/works/ge/adorno.htm>

Anthropological Perspectives

Miner, Horace. "Body Ritual among the Nacirema." American Anthropologist, June 1956. Go to: <http://www.aaanet.org/pubs/bodyrit.pdf>

Geertz, Clifford. "Deep Play:  Notes on the Balinese Cockfight." The Interpretation of Cultures.  New York:  Basic Books, 1973, 412-53. Go to: <http://webhome.idirect.com/~boweevil/BaliCockGeertz.html>

*Douglas, Mary. "The Two Bodies." Natural Symbols: Explorations in Cosmology. London: Barrie and Rockliff, 1970.

*Douglas, Mary. "Do Dogs Laugh?" and "Couvade and Menstruation." Implicit Meanings. 2nd Edition. London and New York: Routledge, 1999.

II.

Woodward, Kathryn. “Concepts of Identity and Difference.”

Hall, Stuart. “Cultural Identity and Diaspora.”

Moore, Henrietta. “Divided We Stand: Sex, Gender and Sexual Difference.”

LaQueur, Thomas. Making Sex: Body and Gender from the Greeks to Freud. Cambridge, Massachusetts: Harvard, 1990. 

*Kessler, Suzanne. "The Medical Construction of Gender: Case Management of

 Intersexual Infants." Signs, 16:1, 1990, 3- 26.

III.

Shilling, Chris. “The Body and Difference.”

Hochschild, Arlie. “Between the Toe and the Heel: Jobs and Emotional Labour.”

Bourdieu, Pierre. “The Economy of Practices.”

Elias, Norbert. “Civilization as a Specific Transformation.”

Elias, Norbert. “The Social Constraint Towards Self-constraint.” 

*Foucault, Michel. "The Body of the Condemned." Discipline and Punish: The Birth of the Prison. New York, 1975.

*Phelan, Peggy. "Broken Symmetries: memory, sight, love." Unmarked: The Politics of Performance. New York: Routledge, 1993. 

* Rubin, Gayle. “Thinking Sex: Notes for a Radical Theory of the Politics of Sexuality.” In Carole S. Vance (Ed.), Pleasure and Danger: Exploring Female Sexuality. London: Pandora Press, 1984.

IV.

Benson, Susan. “The Body, Health and Eating Disorders.”

Bordo, Susan. “Reading the Slender Body.”

Gilman, Sander. Making the Body Beautiful: A Cultural History of Aesthetic Surgery. Princeton, New Jersey: Princeton, 1999. 

*Millett, Kate. “Beyond Politics? Children and Sexuality.” In Carole S. Vance (Ed.), Pleasure and Danger: Exploring Female Sexuality. London: Pandora Press, 1984.

V.

Segal, Lynne. “Sexualities.”

Connell, Bob. “Men’s Bodies.”

Osborne, Peter and Segal, Lynne, “Gender as Performance: An Interview with Judith Butler.” 

*Martin, Christine. "Transsexual Interviews." Fiction international, #22. 

*Theweleit, Klaus. “Male Bodies: Psychoanalyzing the White Terror.” Male Fantasies, Volume 2. Minneapolis: Minnesota, 1989.

*Tyler, Carole-Anne. “Boys Will Be Girls: The Politics of Gay Drag.” In D. Fuss (Ed.), Inside/out: Lesbian Theories, Gay Theories. New York: Routledge, 1991. 

VI.

Woodward, Katheryn. “Motherhood: Identities, Meanings and Myths.”

Foucault, Michel. “The History of Sexuality.”

Kaplan, Ann. “The Psychoanalytic Sphere and Motherhood Discourse.”

*Meyer, Richard. "Rock Hudson's Body." In D. Fuss (Ed.), Inside/out: Lesbian Theories, Gay Theories. New York: Routledge, 1991.
*Treichler, Paula. "AIDS, Identity, and the Politics of Gender." Culture on the Brink: Ideologies of Technology.  Eds. G. Bender and T. Druckrey. Seattle: Bay Press, 1994.

*Williams, Linda. “Fetishism and Hard Core: Marx, Freud, and the Money Shot.” Hard Core: Power, Pleasure, and the Frenzy of the Visible. Berkeley: U of C Press,1989.

* Webster, Paula. “The Forbidden: Eroticism and Taboo.” In Carole S. Vance (Ed.), Pleasure and Danger: Exploring Female Sexuality. London: Pandora Press, 1984.

VII.

Gilroy, Paul. “Diaspora and the Detours of Identity.”

Glissant, Edouard. “Caribbean Discourse: Reversion and Diversion.”

*Mercer, Kobena. "Black Hair/Style Politics." Welcome to the Jungle: New Positions in Black Cultural Studies. New York: Routledge, 1997.

*Mercer, Kobena. "Reading Racial Fetishism: the Photographs of Robert Mapplethorpe."   Fetishism as Cultural Discourse.  Ed. Emily Apter and William Pietz.  Ithaca: Cornell UP, 1993.

* Spivak, Gayatri Chakravorty. "Can the Subaltern Speak?" in Lawrence Grossberg and Cary Nelson, eds., Marxism and the Interpretation of Culture. Urbana, IL: University of Illinois, 1988, 296-7.
VIII.

Stone, Allucquère Rosanne. The War of Desire and Technology at the Close of the Mechanical Age. NY: MIT press, 2001. 
*Lewontin, R. "The Dream of the Human Genome." Culture on the Brink: Ideologies of Technology.  Eds. G. Bender and T. Druckrey. Seattle: Bay Press, 1994.

*Scarry, Elaine. "The Merging of Bodies and Artifacts in the Social Contract." Culture on the Brink: Ideologies of Technology.  Eds. G. Bender and T. Druckrey. Seattle: Bay Press, 1994.

IX.

Francois Peraldi, Ed., Polysexuality [Semiotext(e) #10]. New York: Semiotext(e), 1981.

Barthes, Roland. “Fragments of a Lover’s Discourse.” 

Deleuze, Gilles & Guattari, Felix. "How to Make Yourself a Body Without Organs." 

Guattari, Felix. "I Have Even Met Happy Travellos." 
Guattari, Felix. "Becoming-Woman." 
Guyotat, Pierre. "Body of the Text." 
Hocquenghem, Guy. "To Destroy Sexuality. . . " 
Lacan, Jacques. "The Oedipus Complex." 
Lotringer, Sylvere. "Defunkt Sex." 
Lyotard, Hean Francois. "Use Me." 
Sloate, Daniel. "Polly and/or Paul." 
Van Roden Allen, Robert. “Discourse and Sexuality: Toward the Texture of Eros.”

Zambaco, Demetrius. "Case History." 

Class Schedule

We meeting on the following dates in MAC room 237:

January 9th
January 16th
January 23rd
January 30th
February 6th
February 13th
February 27th
March 6th
March 13th – class cancelled

March 20th
March 27th
April 3rd
Methods of Evaluation and Weights   


25% ––Question of the Day & Your Response to our last week of discussion: 3 X 5 Index Cards

Due: 10 times throughout the semester

1. Contribution 

2.   Response

It goes without saying that a great deal of our work takes place during the scheduled class time. Don't be shy. Do your best to participate during our class period. Please arrive on time. If you plan to be absent an email the day before to the instructor is a simple respect. At the beginning of each class, students will turn in two index cards (3" X 5", please). One card will be (1) “your planned contribution” for the class. Based on your assessment of the required readings, please identify a question/concern/issue/comment that you plan on raising during class discussion.  Then, in class, raise your hand and participate. In other words, please make a point of contributing your question/concern/issues/comments in each class. Of course, students must have read all the material before class. It is up to the student to identify the relevant parts of our required text. Students must demonstrate fluency in the required readings. Please prepare questions for each class and participate responsibly. A second card is also required at the beginning or each class where you attempt to identify (2) “your response to the previous discussion.” Responses can be focused on either a process or theoretical question/concern/issue/comment. Finally, please take note: these cards will not be returned. As such, though this is not part of the requirement, please make an attempt to discuss your intellectual progress with me during office hours. 

15% ––Class Presentation: Concepts and Cases

Due: in order of reading schedule

Each student is responsible for generating and directing class discussion. During the first class, students will be assigned one of the parts of our class discussion. These parts have been identified above and students will be responsible for one of sections two through nine. Each section includes multiple readings and thus, three or four students are invited to participate for each section. You goal is to present (1) some case/text/performance/thingie to the class that helps identify your interest in and understanding of the material. This might include a series of pictures, selected work of a particular artist, a detailed website, an article from the news, another piece of theoretical writing, a part of a film-text, you name it. I emphasize film in my own understanding of these materials and include at the end of this syllabus a detailed list of films for your consideration. In addition to your case/text/performance/thingie, each group must also identify a list of concepts and distribute this list of terms at the beginning of each class. These presentations are meant to be SHORT. It is your opportunity to present a case to ground our discussion of the readings. Student presenters will be cut off it they talk from more than ten minutes. The goal is for the groups to start off the class with a short presentation and then to facilitate class discussions. Please synthesize the works following my principles outlined in "How to Read a Book" and consider any questions I’ve offered in my notes. In addition, students ought to connect the assigned book to their own interests and ideas, and to specific aspects of performance, cultures, science, sex and bodies. Students are expected to follow the conventions of a professional presentation. After your presentation, please hand in any presentation notes.  

10% ––Making and Marking the Auto/Body


Due: Papers due week 6, February 13th  








You don't need to be an artist to represent yourself in an interesting creative way. With all my talk about writing, I still think it is important to give you a chance to make or do something that demonstrates your understanding of the material we are reading. The point of this assignment is to engage you individually (and your subjectivity) in an art/media/performance project of your design. You are only limited by the limits of your imagination. Create something that represents your sense of body, your knowledge of body and/or semiotic theory, your take on the relationships among science, sex, and culture, and/or your personal politics within the confines and context of the class. Include a short written analysis of your work that provides a description of your intention and a discussion of the political dimensions that your work invokes. To be as clear as possible: in this assignment, you will be graded in two areas.  First (1) you will be assigned a grade for your creativity, the context of your work, and your perceived effort. Second (2) you must write a short paper that briefly describes your project, your intention, and the political implications that your work enacts.  Here, I’m looking for quality writing, political intention, and evidence of self-reflexive thought. Each student will be given a few SHORT minutes–no more than ten minutes each–to present her/his work to the group. Please use your time wisely.

40% ––Writing












Due: Week 10, March 20th
You are asked to engage in a semiotic analysis on a subject of your own choosing.  You must refer to at least five class readings in your analysis. Please don't ask how long. Papers that do not meet minimal standards of excellent writing will be returned unread. With your paper, please include a prologue–a kind of meta-text where you discuss your writing process, how you feel about your work, and reflect on what you have learned by writing the paper. A mise en abyme!

Late paper will not be accepted. The dates are absolutely firm.   

10% ––The Last Word

Due: Week 12, April 3rd
Please take the time to write me a letter about your response to the class. This is your opportunity to give me feedback about the course, my teaching and your learning style, and for you to discuss important ideas about the class as a whole.  Tell me: How did I do?  What should I do differently next time I get a chance to teach this class?  Should I teach this class again?  Tell me what you liked and what you hated.  Your honest feedback will be most appreciated. This assignment gives you a chance to express your intellectual assessment of the work we undertake in the class. To complete this assignment I ask that you write me a letter that identifies key points of learning, shifts in your knowledge, and a discussion of key theoretical terms as discussed in class. I ask that you reflect on your participation, on your learning process and style, and on your understanding of the theories presented in the readings. Discuss the readings. Demonstrate what you have learned. Outline your contribution to the course in the form of a letter to me. Be sure to include a bibliography. 

Lipton’s notes:
How to Read a Book

Please do not be insulted by my presuming to instruct you, at this advanced point in your education, on the matter referred to above. You will be (or at least should be) engaged in reading a great many books, mostly of weighty substance, during the next few years, and you will rarely have the time to digest them at your leisure.  Moreover, it has been my experience that, when readers are dealing with materials new to them, they often have difficulty sorting out what is particularly significant in a work from the supporting examples, illustrations, and arguments.  To help you cope with some of these problems, I have outlines the following eight questions. Please consider answering each of these generic questions to each of the readings assigned.   

1. What is the central thesis of this work?

2. On what assumptions or points is the thesis of the work built, in logical order?

3. What are the major terms or concepts central to this work, and how does the writer define these terms?

4. What are the methods of argument and kinds of evidence used to develop and support the thesis of the work?

5. In your judgement, what are the limitations, shortcomings, errors, or weaknesses in the work?

6. In your judgement, what are the major contributions of the work to the understanding of communication?

7. What relationships do you see between this work and other works you have read?

8. What interesting questions or problems or potential applications to research does this work suggest to you?

Lipton’s notes and questions: This is not generic
For some of the readings I identify specific questions that I have struggled with; indeed I continue to be challenged by this material.  My questions can be used as a starting point for your thinking, your analysis, our class discussions – or you may ignore them at will.  I include these in the hope that you will find them useful.  These questions are not intended for you to answer directly, but for us to consider for class discussion. Please generate your own questions to get our discussion started.

Which Michel? What Foucault? 

Have you heard of Michel Foucault?  Are you interested in his work?  What's all the fuss about?  At the end of the twentieth century, Foucault stands as on of the world's leading intellectuals.  His work is central to much current work in the humanities and social sciences.  In fact, it is hard to imagine any area of the academy that has not been influenced by his writing.   If you have read Foucault before you understand his influence and know that your careful reading will provide you with some valuable knowledge and skill—and you also know he’s a tough nut. It is certainly safe to say that Foucault's text is difficult reading.  It is hard to get the general direction of the argument, to feel the force and meaning of its key terms, to develop a summary sense of what he is saying.  At the same time, there is an argument.  His text moves by steps or stages toward conclusions (like "the soul is the prison of the body"), and it is punctuated with the signposts of a traditional argumentative structure:

· “We have, then, a public execution and a time-table.”

· “By the end of the eighteenth and the beginning of the nineteenth centuries, the gloomy festival of punishment was dying out, through here and there it flickered momentarily into life.  In this transformation, two processes were at work. “

· “There remains, therefore, a trace of "torture" in the modern mechanisms of criminal justice–a trace that has not been entirely overcome, but which is enveloped, increasingly, by the non-corporal nature of the penal system.”

· “This study obeys four general rules:”

As you read, bring forward the steps or states in Foucault's presentation, the pieces he gathers together for discussion, the skeleton or understructure to his argument.  Mark the sentences you might use in a summary of the various points in the argument.

"The Body of the Condemned" begins with the comparison of two examples of punishment, one from the eighteenth century and one from the nineteenth.  What is the point of the comparison?  What does Foucault say about "progress" or the relation of early practices to later? What is Foucault saying about "progress" or the relation of past to present.

Foucault says that he is writing a "history," a history of the prisons.  His methods, however, are different from those of most conventional historians.  One way to think about Foucault's method is to look at his use of sources–both the passages he brings forward for study and how he employs them.  Can you develop a theory of how and why Foucault uses the texts of the past.  

A medical account of gender, sex, and the body

Have you heard of Judith Butler and her theories of performance?  Are you interested in a careful study of the history of sex, gender, and the body?  Making Sex traces the history of the body's discursive constructions.  LaQueur destroys any likelihood that future constructions of the body respond strictly to biological imperatives.  Further, LaQueur masterfully analyzes the politics of dominant medical discourses.  If you are doing work in this area it will helpful for you to have this theory under your belt.  

Laqueur claims there are two pictures of human sexual anatomy in biological science. He argues that neither was grounded on empirical evidence; both were "made" by nonscientific factors. There is a "one-sex" model that originated with the ancients (read Greeks) and still survives, albeit barely. In this model there is only one sex, the paradigm case of which is the male. His “two-sex" model is a picture of human sex that emerged or ascended in the eighteenth century and eventually became our contemporary distinction between the human female and male. According to the two-sex model, there are two biologically different sexes: "the dominant, though by no means universal, view since the eighteenth century has been that there are two stable, incommensurable, opposite sexes" (6). 

In the two-sex model, biological theory it seems has converged with pre-analytic common sense. Did the notions of sex promulgated and established by the biological sciences determined ordinary thought? Where did our common sense notions of sex come from? Is this a chicken & egg question? 

Making Sex is a history of how the theory of biological sex was socially constructed in the sciences by nonscientific factors. But what was taking place extra-scientifically that was able to replace or oust the empirical in generating allegiance to these two models? In other words, how does Laqueur describe the excess baggage or extra-scientific impetus or rationale of the one-sex model? the two-sex model?

For Laqueur, both models of sex were employed to raise or keep the male above the female or, more precisely, to raise or keep men above women. The same "cultural work that had in the one-flesh model been done by gender devolved now onto sex" through the two-sex model (151). The goal of both the one-sex and the two-sex models was to justify and maintain gender inequality: the gender hierarchy in which men were observed and described to be more intelligent, more effective in controlling the world, and creating social institutions, and thus as properly having a wide range of exclusive rights, powers, and immunities. How does he trace and describe these powers?  

The Greek cultural values of gender played an important part in their finding only one "canonical body" (63), the male, in their biological science. "Destiny is anatomy," as Laqueur puts it. For the moderns, by contrast, the body is conceived of as a natural and unchanging (or slowly changing) entity that contributes to the explanation of gender. Anatomy has finally become destiny. (Laqueur disappointingly stops with Freud. The exciting contemporary part of the story—Chodorow, Gilligan, Firestone, the G-spot, Masters and Johnson, and so on – remains to be done.) Are there other ways to read the relationship between anatomy and destiny? 

Beautiful bodies
Studies show that girls and women are extremely dissatisfied with their bodies, often to the point of hating their bodies, as well as themselves. While this is not a new phenomenon, the images of women have become more and more impossible to live up to. Models are thinner today than they have ever been and there are fewer and fewer alternative images in the media. From movie stars to TV anchorwomen, women in the public eye are expected to conform to a narrow standard of beauty, which is achieved through plastic surgery, excessive dieting, and exercising. Given that real women come in multiple shapes and sizes and skin colors, there is a growing rift between the ideal beauty standard and reality. However, as we become a nation of image consumers, the line between media and reality blurs since we take the media to be a representation of real women. How does Gilman trace this historically?  How do issues of race, religion, tradition, and sex intersect with this other, “louder” argument?  How has the concept of passing infiltrated a world where race is more confusing, more mixed, more multi-cultural? Who is passing? Passing for/from what? How will/do today’s diseased bodies fare when put to Gilman’s analysis?  Can differently-abled bodies be subject to his historical approach?

Bodies at war

The first sentence of Theweleit's second chapter poses a question that frames his project: "By what means is a young boy made a soldier?"  This is not, he assumes, a simple question to ask.  It requires a special way of reading the official story recorded in official documents.  As you read through his writing, mark those passages that present the "means," the methods by which a young boy is transformed.  What are the instruments of this transformation?  Whose interests do they represent?  What are the motives?  What role does the young boy play?  How does Theweleit define his motives? Theweleit tells the story of forces and motives that are hidden, repressed, secret.  Before you can step outside his account and comment on it, you will need to be confident that you can reproduce it, that you can tell the story in his terms.  

Throughout, Theweleit focuses on metaphors that were used to represent the experience and the bodies of the recruits.  Some of these, like "sacks," he brings forward from the writings he's working with.  Others, like "body armor" or the "totality-machine," he invents or appropriates from theorists.  As you reread "Male Bodies and the White Terror," identify two metaphors that you can trace throughout the chapter.  Mark those passages where the metaphors surface and where Theweleit comments on them.  How do the metaphors represent the recruits?  What does Theweleit have to do, what explanation does he need to provide for the metaphors to be "readable?"  Why is the explanation required?  What do the metaphors reveal?  What do they hide?  

One significant but unacknowledged feature of this text is the illustrations.  They do not function as "figures"; the written text does not draw on them or comment on them or point to them.  Rather, they serve as a kind of supplemental or countertext.  Why are they there?  How do you "read" them?  What do you suppose they are there to do?  As you read this chapter, think about the relation of image and text.

The money and meat of porn

In what ways are pornographic materials contradictory?  According to Linda Williams, the narrative goal of pornography is "to prove that not only penetration but also satisfaction has taken place" (73).  What are the signs of satisfactions?  Whose satisfaction?  What are the key arguments for and against pornography? What are the limits of pornography? My (serious) joke: What’s the difference between lesbian porn produced for lesbians and lesbian porn produced for straight men?  (Correctly answer this last question and I’ll give you a bonus point.)  

Recommended film/video Screening: 

Mirror, Mirror (1990) Jan Krawitz




17 minutes 


Body Image . . . 

Peeping Tom (1960) Michael Powell  




101 minutes 

From the director of Red Shoes and Black Narcissus, a classic psychological study of a voyeuristic maniac who murders women while filming them with his 16mm camera. A riveting film in the tradition of Hitchcock.

Warrior Marks (1993) Praribha Palmer 




54 minutes  

Female genital mutilation/cutting.  Gripping. 

Hair Piece: A Film for Nappy-Headed People (1985) Ayoka Chenzira 
10 minutes  

Animated. A great companion for Black Hair Style/Politics by Kobena Mercer. Also, very funny.   

Tongues Untied (1989) Marlon Riggs  




55 minutes  

The late Marlon Riggs was internationally acclaimed for such groundbreaking videos as Color Adjustment. Poetry, personal testimony, rap, performance and dance are combined in this singular exploration of the racism and homophobia that black men face daily. Broadcast on the PBS series P.O.V., its beauty and power generated outrage from right-wing politicians. Even so, it remains unmatched for its eloquence.

Phantom of the Opera (1925) Rubert Julian



93 minutes  

Lon Chaney stars in the greatest role of his career as Erik, the love-torn resident of the hidden depths of the Opera House. This 70th anniversary edition has been completely remastered from a 35mm archive print and features the original 2-strip Technicolor masked ball sequence and fantastic score performed by a 60-piece orchestra.

Freaks (1932) Todd Browning





66 minutes  

Todd Browning's classic horror film, with a cast of real side-show "freaks"--dwarfs, midgets, Siamese twins-- dominated and exploited by the circus strong man and a beautiful aerialist, who eventually band together in a horrifying revenge. One of my favourites – not to be missed. 
The Damned (1969) Luchino Visconti  




146 minuets
 

A gigantic allegory of the rise of Nazism through the decadent Krupp-like family; a baroque film which explores the dark cycles of violence and evil in human history and consciousness with erotic indulgence. With Dirk Bogarde, Ingrid Thulin, Helmut Berger, Charlotte Rampling. English dubbed.

Obsession (1942) Luchino Visconti 




140 minutes  


Acknowledged as the first film of the Italian neo-realist movement, Ossessione (Obsession) was also the remarkably assured directorial debut of Luchino Visconti. Loosely based on James M. Cain's 1934 novel The Postman Always Rings Twice, with the setting moved from California to Italy's Po Valley, this is a dark melodrama of adultery, murder and betrayal. Gino, an unemployed mechanic, arrives at a shabby inn owned by Giovanna and her much-older husband, Bragana. Gino and Giovanna become lovers, setting in motion an inevitable series of tragic events. To understand the impact of this work, one must understand the Italian film industry at the time. The Fascist government had established a Hollywood-like studio system, which turned out glossy, superficial, escapist films known as "white telephone" pictures. Ossessione, with its earthy characters, frank sensuality, and visual authenticity provided by location photography, was a dramatic contrast. 

The Postman Always Rings Twice [both versions]

You get the story . . . 

In the Realm of the Senses (1976) Nagisa Oshima 



104 minutes  

In 1936, in the midst of rising Japanese militarism, a former prostitute, Sada, goes to work as a maid in a brothel. The house's handsome owner, Kichizo, soon begins to court her, and Sada eagerly returns his attentions. Their subsequent affair and constant lovemaking grow more and more intense, and their sexual obsession threatens to destroy them both. Nagisa Oshima's long-awaited erotic Japanese masterpiece was initially banned from the New York Film Festival in 1976; it was seized and banned by United States Customs officials in October 1976 due to its graphic sex scenes. It opened in New York City on July 17, 1977, after the ban was reversed.  Graphic. Important. 

Paris is Burning (1992) Jennie Livingston 




76 minutes   

The title of this lively New York-based documentary is taken from the name of a drag ball. Filmmaker Jenny Livingston spent several years interviewing members of the black and Hispanic gay community and attending their lavish social functions. These costume balls, in a search for expanding the concept of "realness," have gone beyond simple female impersonation to include such categories as butch queens, military attire, executive looks and fierce vogueing competitions. With the participation of such legends as Dorian Corey, Pepper Lebeija, Venus Xtravaganza, Octavia St. Laurent and Willi Ninja – not to be missed.

Female Trouble (1974) John Waters 




95 minutes   

Female Trouble is a golden age "women's picture" gone berserk, with Divine as Dawn Davenport, who goes from all-American schoolgirl to mass murderer when she doesn't get cha-cha heels for Christmas.

Linda Les and Annie & Sluts and Goddesses Workshop (1995) Annie Sprinkle


Annie Sprinkle is at it again.  And have I got a story for you . . .

Robocop (1987) Paul Verhoeven





103 minutes 
The action/science fiction movie of 1987 stars Peter Weller as a Detroit cop gunned down and used as a guinea pig to create a cyborg police officer. All goes well until Robocop starts remembering his past life and enemies. With Nancy Allen, Ronny Cox, Kurtwood Smith and Miguel Ferrer.

Classic foreign shorts vol. 3





 

Un Chant D'Amour (1950)  & Romance Sentimentale 
Un Chant d'Amour is Jean Genet's only film, a legendary and long suppressed film masterpiece. "A song of man's love soaring above the sexual ghetto of prison and non-existence" (Cahiers du Cinema). 20 mins. 

Romance Sentimentale is usually attributed to Sergei Eisenstein, and although Eisenstein worked on it, it was probably directed by Grigori Alexandrov. Photographed by Tisse and financed by its only player--a wealthy woman who wanted to appear in an Eisenstein film--Romance Sentimentale was filmed in Paris during the winter of 1929-30. The film is a somber experimental poem portraying the emotions aroused in a woman (Mara Gitry) by the realization that love is dead. 20 mins.

The Decameron (1970) Pier Paolo Pasolini




111 minutes  
The first part of Pasolini's great trilogy, based on the ribald tales of Boccaccio, which deal with human sensuality and artistic creation. Pasolini has re-fashioned the 100 tales into a collection of 11 sketches that is at the same time erotic, political, humorous and autobiographical. Pasolini himself appears in the role of the painter Giotto, and continues to use non-professional actors because, he said, he was fed up with the traditional cinema's "false language of realism." Italian with English subtitles.

The Pillow Book (1996) Peter Greenway




126 minutes  
Peter Greenaway's bold, stylistic experiment has, as its theme, the "correspondence" between the daughter of a famous writer and a publisher, written on the bodies of their lovers. With a bravura use of video technology, this erotic, visually beautiful film is a powerful treatise on signs, silence, communication and desire. With Ewan McGregor, Vivian Yu, Ken Ogata, Yoshi Oida, Hideko Yoshida and Judy Ongg. Japanese and Mandarin with English subtitles.

Strictly Ballroom 1992 Baz Luhrmann [we love you Baz]

Super-hunk Scott Hastings is an ambitious, athletic dancer eager to break with the Australian Dance Federation's stodgy traditions and choreograph his own steps for the upcoming Ballroom Dancing Championship. Scott's mother Shirley, his prissy partner Liz and coach Les are up in arms over his brash attitude towards ballroom conventions. Angry at Scott's new passionate refusal to follow the rules, Liz quits, leaving him without a partner. When Fran, a klutzy beginner, approaches him, Scott doesn't believe she can make the grade. But once Fran and her family introduce Scott to the vivacious Spanish rhythms and sharply sensuous moves that are part of their culture, he realizes this is the very outlet he's needed for his talents. Together, Fran and Scott boldly challenge the Federation's provincial attitudes, making everyone green with envy.

Blade Runner (1992) Ridley Scott




  

A visually expressive adaptation of Philip K. Dick's futurist novel about Deckard (Harrison Ford), a cynical detective assigned to terminate a group of genetically devolved replicants set loose in Los Angeles, circa 2019. In this special director's cut, Deckard's voice-over narration is eliminated and the original ending is restored. With Rutger Hauer, Sean Young, Edward James Olmos and Daryl Hannah.

Clockwork Orange (1971) Stanley Kubrick 


137 minutes   

One of the most audaciously conceived films of recent decades, a merciless vision of the near-future based on Anthony Burgess' chilling novel. The New York Times called it a "brilliant, tour-de-force of extraordinary images, music, words and feelings...so beautiful to look at and to hear that it dazzles the senses and the mind."

Orpheus (1949) Jean Cocteau 




95 minutes 

Cocteau's luminous adaptation of the famous Greek myth, set in post-occupation Paris, remains one of the most stunning achievements of the auteur's career. Orpheus, now transformed from a musician into a poet, has achieved fame and wealth; still, he wants something more. When he witnesses a "biker gang," led by a mysterious dark-haired woman, run over and kill his wife while speeding down the Paris streets, he follows them in hopes of retrieving her--and enters the underworld through mirrors that turn liquid at his touch. But it's more than just his Eurydice that he hopes to find there, as is revealed when he becomes enmeshed in an otherworldly love triangle. A mysterious and stylish film, with elusive and varied meanings, and a flair for poetic surrealism. 

Black Orpheus (1959) Marcel Camus 



98 minutes    

Camus' winner of the Palme d'Or winner at the 1959 Cannes Film Festival is a modern reinterpretation of the myth of Orpheus which simultaneously celebrates the beauty, music and people of Brazil. In this version of the ages-old tale, Orpheus is a streetcar conductor and star Carnival dancer who is in betrothed to the determined Mira but is in love with Eurydice. As Mira and Death himself pursue the doomed Orpheus and his lover through the streets of Rio de Janeiro, Carnival literally brings the streets to life. Lush photography and the timeless and brilliant bossa nova sounds of Jobim give the film a distinct power and beauty.

Seconds (1966) John Frakenheimer




106 minutes  

Rock Hudson delivers a tour-de-force performance in director John Frankenheimer's (The Manchurian Candidate) critically acclaimed thriller about a man who buys a new identity and pays a terrifying price. John Randolph stars as a middle-aged banker, Arthur Hamilton, who, summoned by a mysterious corporation, undergoes plastic surgery and emerges as handsome bohemian artist Tony Wilson (Hudson). With nightmarish (Oscar-nominated) cinematography by James Wong Howe.

Pretty Maids All in a Row (1971) Roger Vadim


92 minutes

Someone is killing the nubile students of an otherwise picture-perfect high school. A cynical detective visits the building to find out who's committing the murders. He and his dim partner interrogate the students and staff, including a fidgety principal. They also encounter two faculty members -- slutty guidance counselor Tiger and horny teacher Miss Smith -- who have been saving "personal time" for their students. Meanwhile, Miss Smith discovers she has in her class a shy teen afraid of his burgeoning manhood. So she plans to keep him after class to help him overcome his timidity.
Erotic celebrations (1968) James Broughton  


47 minutes  

Contains Broughton's 1968 masterpiece, The Bed, a lyrically erotic celebration of just about everything that could happen on a bed, with an all-nude cast, among them some of San Francisco's best-known artists, and Erogeny (1976), an intimate exploration of the landscape of the human body. Hermes Bird (1979) and Song of the Godbody (1977) continue Broughton's sly attacks on sexual taboos and celebrate the ecstasy of physical awareness with close-up camerawork that caresses the body parts it explores.
Not a Love Story: A Film About Pornography (1981) Bonnie Sherr Klein


69 minutes  

In 1981 Klein took on the phenomenon of pornography in her controversial award-winning documentary. Her investigative technique was direct: she and stripper Lindalee Tracey embarked on a consciousness-raising search that took them into the world of pornographic commerce from peep shows to strip joints. The purpose of the journey was to ask what pornography is, what forms it takes, and how it affects social relations. The film initiated huge debate wherever it was shown. It served as briefing material for a federal standing committee, an educational resource for police, and ammunition in a 1983 nation-wide protest against allowing Playboy on pay television. It was banned in Saskatchewan. In Ontario the Censor Board refused to classify it but this only led to hundreds of private screenings. Not a Love Story went on to become one of the most popular and commercially successful films the National Film Board of Canada ever made – not to be missed.
Memento (2000) Christopher Nolan 




166 minutes  

One of the most inventive puzzle-plot movies in quite some time, Memento is a dark yet playful exercise in narrative structure and visual style. Guy Pearce stars as a man determined to avenge the murder of his wife. Complicating his mission to an impossible degree is an unusual affliction: a rare form of amnesia that prevents him from forming any new memories. Tattoos and notes keep him somewhat on track, but every person he meets represents a possible deception or betrayal. 
What follows are notes about film/video in the Guelph collection, what we can legally show, what we can’t, and how we are limited by copyright.  I apologize if you aren’t interested in any of these titles.  I will continue to advocate for them and the use of media in the classroom in general.  The following list has been prepared with the assistance of Krys Mooney of Guelph’s Library.  If you ever get an opportunity, please thank Krys for her hard work and her ability to allocate a great deal of money for my bizarre taste in film/video.  


From my larger list of films, only the following are owned by the library with classroom rights included: 

Beauty and the Beast 
Clockwork Orange 

Damned if you don’t 

Dreamworlds 2
In My Father’s Church

Khush
Man: The Incredible Machine 
Memento
Mirror, Mirror
My First Time (Jessie Nelson) 

Naked Spaces: Living is Round

Not a love story
O.COM : Cybersex addiction 
Sin City Diary
Still Killing Me Softly  
Strictly Ballroom
The World of Abnormal Psychology: part 7 Sexual Disorders 
Warrior Marks


Classroom rights are no simple issue.  Copyright in Canada has severely limited what media can be used in the classrooms.  The following films cannot be screened in the classroom, i.e., the Library’s site-licenses do NOT cover the screening of: 

Peeping Tom 
Phantom of the Opera (1926) 
Obsession 
The Postman Always Rings Twice (both versions) 
In the Realm of the Senses 
Paris is Burning 
In a year of 13 moons 
Coma
Blade Runner 
Seconds 
Pretty Maids All in a Row 
Orpheus
Freaks 
The Man who envied women
Paris is Burning 
Sex is sex 
Blue 
The Man who envied women 
Gatacca
The Decameron 


The following films are covered under the university’s site-license, but they are not in the collection: 

Brazil 
Dark Passage 

Female Trouble 
Robocop 
Salo: the 120 days of Sodom 
The Damned
The Pillow Book

Other Feature films suggested by Krys with Public Performance rights covered & included in the collection:

[* Lipton’s picks]

A Lesbian in the pulpit

*Anatomy of desire

As time goes by: Sex and Seniors

*Before Night Falls

*Beyond Killing us Softly

*Black is . . . Black ain’t

Black, bold and beautiful

*Boys don’t cry

*Breast adjustment

Color adjustment

*Dead Ringers

*Desert Hearts 

Desmond Morris: the human sexes

Embracing our sexuality: women talk abo . . 

*Eyes wide shut

Far from Heaven

Femmes aux yeux ouverts

Finding our way: men talk about their . .

Forbidden love

Full Circle: sex on the kibbutz

Gender tango

Girls kissing

Give me your soul

*Hookers on Davie

House of love

*Hypersex

In the flesh 

Innocent tricks

*Inside boystown

Juchit’an queer paradise

Kissed

Lesbian national parks and services

*Lilies

Long time comin’

*Looking for Langston

Lovers in the Arctic Circle

Men talk sex

Men, Women, and the sex difference

Natalie

*Orlando

Our daughters’ pain

*Outrageous! 

Pink triangles

Pornography: the double message

*Private dicks

*Remarkable case of John/Joan

Sex after 50

Sex and the older woman

Sex for sale

Sex, drugs and middle age

Sexual attraction

Sexual disorders

Sisters in the struggle

Slippery blisses

Stand Together

Stella does Tricks

Stolen moments

*The adventures of Priscilla, queen of . . .

The boy who was turned into a girl

*The Decline of the American Empire

The Hanging Garden 

The history of sex

The Magdalene sisters

The opposite sex

The Powder Room

The third sex

Tokyo girls

Tonight’s the night

*Tough guise

Transexual journey

Transgender revolution

Trembling before G-d

When love is gay

*When Night is Falling 

When Shirley met Florence

Where did you sleep last night?

Wide Sargasso Sea

Women and men unglued

Wrestling with manhood

Krys was unable to locate the following films.  Please let me know if you have any luck.  

2 dollars with a condom 

26 Bathrooms 

Erotic Celebrations 

Female Misbehavior 

Hookers, Hustlers Pimps and their Johns 

It’s up to Us 

Linda Les and Annie

Patently Offensive: Porn under siege 

Sexual attraction 

Shinjuku Boys 

Silverlake Life 

Sluts and Goddesses Workshop 

Un Chant D’Amour 

Zero Patience 

E-mail Communication
As per university regulations, all students are required to check their <uoguelph.ca> e-mail account regularly: e-mail is the official route of communication between the university and its students.

When You Cannot Meet a Course Requirement...
When you find yourself unable to meet an in-course requirement because of illness or compassionate reasons, please advise the course instructor [or designated person] in writing, with your name, id#, and e-mail contact.  Where possible, this should be done in advance of the missed work or event, but otherwise, just as soon as possible after the due date, and certainly no longer than one week later.  Note: if appropriate documentation of your inability to meet that in-course requirement is necessary, the course instructor, or delegate, will request it of you.  Such documentation will rarely be required for course components representing less than 10% of the course grade.  Such documentation will be required, however, for Academic Consideration for missed end-of-term work and/or missed final examinations.  See the undergraduate calendar for information on regulations and procedures for Academic Consideration. (http://www.uoguelph.ca/undergrad_calendar/08_ac.shtml)
Drop Date
The last date to drop one-semester Winter 2006 courses, without academic penalty, is Friday, March 10th.  For regulations and procedures for Dropping Courses, see the Undergraduate Calendar. (http://www.uoguelph.ca/undergrad_calendar/08_drop.shtml) 

Copies of out-of-class assignments
Keep paper and/or other reliable back-up copies of all out-of-class assignments: you may be asked to resubmit work at any time.

Academic Misconduct
The University of Guelph is committed to upholding the highest standards of academic integrity and enjoins all members of the University community – faculty, staff, and students – to be aware of what constitutes academic misconduct and to do as much as possible to prevent academic offences from occurring.  The University of Guelph takes a serious view of academic misconduct, and it is your responsibility as a student to be aware of and to abide by the University’s policy.  Included in the definition of academic misconduct are such activities as cheating on examinations, plagiarism, misrepresentation, and submitting the same material in two different courses without written permission from the relevant instructors.  To better understand your responsibilities, read the Undergraduate Calendar (http://www.uoguelph.ca/undergrad_calendar/01.shtml) for a statement of Students’ Academic Responsibilities; also read the full Academic Misconduct Policy (http://www.uoguelph.ca/undergrad_calendar/08_amisconduct.shtml).  You are also advised to make use of the resources available through the Learning Commons (http://www.learningcommons.uoguelph.ca/) and to discuss any questions you may have with your course instructor, TA, or academic counsellor.

Instructors have the right to use software to aid in the detection of plagiarism or copying and to examine students orally on submitted work.  For students found guilty of academic misconduct, serious penalties, up to and including suspension or expulsion, can be imposed.  Hurried or careless submission of work does not exonerate students of responsibility for ensuring the academic integrity of their work.  Similarly, students who find themselves unable to meet course requirements by the deadlines or criteria expected because of medical, psychological or compassionate circumstances should review the university’s regulations and procedures for Academic Consideration in the calendar (http://www.uoguelph.ca/undergrad_calendar/08_ac.shtml) and discuss their situation with the instructor and/or the program counsellor or other academic counsellor as appropriate.

Grading System at the University of Guelph

University of Guelph Undergraduate Calendar, Degree Regulations and Procedures (section VIII)

A+ = 90-100%

A   = 85-89


A-  = 80-84

B+ = 77-79

B   = 73-76 

B-  = 70-72

C+ = 67-69

C   = 63-66

C-  = 60-62


D+ = 57-59

D   = 53-56

D-  = 50-52

F  = 0-49

University of Guelph, Undergraduate Degree Regulations and Procedures (Section VIII. Resolution 1.)

The assignment of grades at the University of Guelph must be based on clearly defined standards, which are published in the Undergraduate Calendar for the benefit of faculty and students and that the definitions for each of the numerical grade range (letter grades) be as follows:

80 - 100 (A) Excellent. An outstanding performance in which the student demonstrates a superior grasp of the subject matter, and an ability to go beyond the given material in a critical and constructive manner. The student demonstrates a high degree of creative and/or logical thinking, a superior ability to organize, to analyze, and to integrate ideas, and a thorough familiarity with the appropriate literature and techniques.

70 - 79 (B) Good. A more than adequate performance in which the student demonstrates a thorough grasp of the subject matter, and an ability to organize and examine the material in a critical and constructive manner. The student demonstrates a good understanding of the relevant issues and a familiarity with the appropriate literature and techniques.

60 - 69 (C) Acceptable. An adequate performance in which the student demonstrates a generally adequate grasp of the subject matter and a moderate ability to examine the material in a critical and constructive manner. The student displays an adequate understanding of the relevant issues, and a general familiarity with the appropriate literature and techniques.

50 - 59 (D) Minimally Acceptable. A barely adequate performance in which the student demonstrates a familiarity with the subject matter, but whose attempts to examine the material in a critical and constructive manner are only partially successful. The student displays some understanding of the relevant issues, and some familiarity with the appropriate literature and techniques.

0 - 49 (F) Fail. An inadequate performance.
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