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FOR THE ETRUSCANS

Thinking smugly, “She shouldn't be working on Woolt.” 1964
"Dinesn’t she know that she'd better not work on a woman?” Why was
I Tucky to know this, What was the threat! Dickinson? Marginality?
Ninf | hought Min's book, 1 threw it out. What! Didn't want it, might
confront

The great ditfculties in understanding the language . .. not

drom an inability to read the seript, every letter of which
is now clearly understood. I is as il books were discovered
printed in our own Roman letters, so chat one could articuls
the words without trouble, but written in an unknown lan-
guage with no known parallels.”

yself, 1979, The general feeling (of the dream) was that 1 was free of
the testers. Howewver, | was entirely obligated to rake and pass cheir
test, My relationship to the testers is- -1 1965, My big ambition,
my hemmoeod and nervous space, Her uncompromising, oracular poems.
Her fluid, decisive writing. Her dream life, surfacing. Not even to read
this? to read with contempt? “This 15 a Blossom of the Brain———/ A
small———italic Sced” (Dickinson, no, 945],

1% 56

What is going on here! 1968, Is the female acsthetic simply an [1978)
cnabling myth? Fish on one foor, hook on the other, angling for our-
selves. Wooll: catching “something about the body.”® Crash. MOM
WHAT! “You never buy what I like! Only what YOU like! [Fig
MNewtons.|

A golden bough. The torch is passed on. Flis son clutches his hand, his
crippled father elings to his bacl, three male generations leave the
burning city. The wite, lost. Got lost in burning. No one knows what
happened to her, when thev became the Romans.




For the Etruscans

She became the Erruscarns?
a special apti-

to prevent those with
hich is the last

Even so, there is nothing
rude for eryptography from tac lling Erruscan, w
of the important langouages 10 require translating.”

Sheepish, T am sheepish and embarrassed to mention this
that for me it was always the herding. The herding, the honding, the

1 can spealk their language but also have a language or dafferent
o hard to say this. Alwavs: T have heard this story from many
and clump outside your door and never “ask you
| he wonderful, lambent, but when you walk
volu, teasing, making sexual

way Vo
necds §
sources—they bond
to lunch® or they ralle anc
up “they turn away’ or “rhey turn on
jolkes”
41| headed in the same direction, herding and glistening, of course some
rest.

o difficult for these to separate {rom the

den’t, But it has beer
Probably the reward systeimd

thralled sexuality, the

¢rommn our disguises. The en
embarrass-

To translate purselves i
knife-edge brilliance, the intellectual dowdiness, evasions,
deferments; sImug Primness with which there 1s
2t into malice. Invisibility, visibility,
crossing the legs, uncrossing them. Knights in shining amour. Draddy
oy the rescue, s[mposing” sex 0N the situation. “Not imposing” “gex!
an the “situation.” sTipesn't she know she'd better not work on a
etter now work on a wom:all. “1 hid you take a wisp
' The golden fleece. The golden

ments, imprecisions,

no dialogue. Combativeness straigh

woman?® She'd b
from the wool of t
hough. The female quest?

heir precious tleece :

Frankly, it was The Golden Notebook [1966). Which picrced my heart

with its two-headed arrow.

[ rernember one precepror who brought
p and down the fourth
ing, adorable girls! The
king that they fol-

How ta hel How to be-ha vel
her little white dog to school and trotted 1t u
floor of Hamilton Hall, What delightful, charm
temptation of Eve was fruit, of Mary, lambs. Thin
lowed you to school.

itis, after all, always the meaning, the reading of ditferes
and meaning is culturally engendered

the hody as some Jhsolute (milk, blood, breasts, clitoris) for no “ho

wee that matters,

| and sustained. Mot to consider
1y

is unmediated |
of difference, O
contexts of whi
produced in
forms of sexu:
the structure
in which wi
of the sexe
such, these
CONSCIOUS
realms of
cal; different
guage [

And
one &
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of infant care, in the

in which we are psychologically born, and in the social maintenance

rorms of sexu

158 and conditions of the families

LNE structure

of the sexes through life's stages and in any historical era.” And as

the such, these differing experiences do surely produce |some) different

rent consclousnesses, ditterent cultural expression, difterent relations to

realms of symbols and syvmbol users. Ditferent “langua muoetaphori
# £ e of th amatical and expr ve tesonrces of lan-

ere 15 And therefore there s female acsthetic, but not o female assthetic, not
lity, one single constellation of strategies,

X . 1 s 1
n Wit vho are thirsty. A fnsky Holstein, pointed fac
¥ I L.l n 15T 1M fant langFuag

fourth
1 The W holds civilizat i sk ] The nrecemee o marentlvy voicele
Is! Th What holds civilization intact? The presence of apparently voiceless
|

the Main, the Center, even the Diftusions of power are defined

ey fol Others, ! t':1n;.~|_15_'|l‘jl|_l,_"~.‘-' Others, po merless Others against which the Law,

the problem ot won




Four the Erruscans

insofar as you are men. From the women among you that is

not to be expected, for you yourselves are the riddle.”

A special aptitude tor cryptography. The only ones barred from the
riddle. Ha ha, His gallantry is hardest to bear. MNot to thinlk ahouat the
riddle is to remain the riddle. To break with what I have been told
[ am, and | am able to? am unable disabled disbarred wun sous-
nable® The Etruscan language can

développé, comme tu dis, un SOUs-c;
£ ane chooses to mouth it, but not comprehended. Pondering

e heard,
is not to be expected, so why hother!

What happens at the historical moment when the voiceless and power-
less seek to unravel their riddle? {For Caliban does seize his voice,
apician of civilization in Ceésalre’s writing of Shakespearc’s

reject the n
Tempest.) ans.: We are cutting into the deep heart, the decpest heart of
cultural compacts. They have already lost our alleglance. Something is

finished.

ight strawherries,

Now did [ gn downstairs, now did | cut up a pear, ¢
now did T add some cottage cheese thinking to get some more
ome ricotta at the Italian Market so that I could make lasagna so that
comes back from New York he would have something nice
ave to cook again for days; now did [ put some sugar

nr even

when B,
and so [ wouldn't h
on the fruit and then fill the sugar bowl hecause it was almost empty;
now did [ hang two bath mats out on the line, they are only washed
a year and it was today that ] washed them; now did [ and do I
that there are words that repeatin 4 swaying repetitive motion,
when it comes to change,

ET1CE
wonder
[eliberately breaking the flow of thought,
and with food, with dust. With food and dust

must here snatch time to remark how discomposing it 15 for
her hiographer that this culmination and peroration should be
dashed from us on a laugh casually like this; but the truth is
that when we write of a woman, everything is out of place-

culminations and perorations; the accent never falls where 1t

does with a man.”

[ dreamed [ was an artist; my medium was cottage cheese.

For the woman artist is not privileged or mandated to find her self-in-

Land mounting an enormous srrugele

world except by {acing (affronting?
with the cultural fictions—myths, narratives, iconographics, lan-
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guages—which heretofore have delimited the representation of womern,
And which are culturally and psychically saturating.

To define then. “Female aesthetic”: the production of formal, epistemo
logical, and thematic strategies by members of the group Woman, strat-
egies born in struggle with much ot already existing culture, and overde
termined by two elements of sexual difference—by  women's

cal status in an |ambiguously] nonhegemaonic group.

psychosocial experiences of gender asymmetry and by women's histori-

All the animals, and [ knew they were thirsty. They were mine, and
were very thirsty. I had to give them

Something I call an emotional texture, a structural expression of mutu-
ality. Writers know their text as a form of intimacy, of personal contace,
whether conversations with the reader or with the sell. Letters, jour
nals, voices are sources for this element,

see “no reason why one should not write as one speaks, famil-
iarly, colloguially”"

expressing the porousness and nonhierarchic stances of intimate con-
versation in both structure and function. Like Orlando. like Susan
Griffin's Voices, like The Golden Notebook, these may be antiphonal
many-voiced works, beguilingly, passionately subjective, seeing emo-

tional commitment as an adventure. |As our form of adventure?)”

“What a sceret language we talk, Undertones, overtones, nuances, ah-
stractions, symbols. Then we return to Henry with an incandescence
which frightens him. "

“addressing the reader, making herself and her reader part of the narra-
tive .. . an offhand, conversational manner.”

[ find myself more and more attracted to the porous, the state
ment that permits interpretation |penetration?] rather than
positing an absolute. Not vagueness—I want cach component
to be clear—but a whole that doesn’t pretend to be ultimate,

academic.

Not positing oneself as the only, sol(c] authority, Sheep of the sun.
Meaning, a statement that is open to the reader, not becter than the
reader, not set apart from; not seeking the authoricy of the writer, Not
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even seeking the authority of the writing. |Reader could be writer,
writer reader, Listener could be teacher.

oment, That this description is true? or that we
One way of proving that the
for the existence of

Assuming for the
these traits and name them
to find reasons
es specific to women, in sexual
npetition and aggres-
forms of
“she's

could find
fernale aesthetic can exist would be
this poetics in the gender pxperienc
e. Deena Metzger speaks ot a denial of cor

differenc
that these lead to nonhicrarchic

Si0H1 in WOITEN, SUEResting
* Jut female competition af course exists [jealous,
said it all”; sibling, "she was there first”;
better than choosing to work on a woman”|, wherever there are special

expense of others. Or just hecause we
Jean Baker Miller and Carol Gilligan
gender a difterent
talke both

mutuality.
smug, “she should know

rewards for some women at the
are no better than anyone else
arly that roles and functions of women Cil
by nurturance, women
nd receiving, Shaped

argue simil
ical orientation. Shaped
donor and recipient roles, using tactics of giving a
by the interdependent and relational, women are led to ”a morc contex- §
tual mode of judgment and a different moral understanding. ™"

peycholog

The sccond trait is both/and vision. This is the end of the either-or,

dichotomized universe, proposing m
what we are proposing? or is it dialectics?)
dualism pernicious because it valorizes one side above an
hierarchy where there were simply twain.

onism (is this really the name for
in opposition to dualism, 4
ther, and

makes a

said Darothy Richardson, the
“lts power to do what
i doing for

4 ‘shapeless’ shapeliness,”
synique gift of the feminine psyche.”
lities of men appear incapable o
as a focus for divergent points af view. . ..
aver the place and in all

the shapely menta
themselves, to act
The characteristic . . . of being all
camps at onee. .. S
m of shifts, contraries, negations, contradictions;
and need. Essay and sermon. A botht
and vision that embraces movement, situational. [T don’t mean: oppas
cructurally, such a writing might say different thing
not sertle on one, which is final, This is not 4 condition of “not choos
ine  since choice cxists alwaysin what to represent and in the rly thms
entation, It is nonacademic; for in order to make a formal prese
have chosen among theses: this is the rhetorical d&
ind no, if ves and 18

-r one or the othd

A both/and vision bo
linked to personal vulnerability

tunistic, slidy.} 5

of pres
tation, one must
mand. Cannot, in formal argument, say hoth yes :

are given equal value under the same conditions. Eithe
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For the Erruscans

has to prevail. But say, in a family argument? where both, where all,
are right? generates another model of discourse,

It one does not just rest silent, stuff the mouth with food.

Lessing has buile “Dialogue”™ on an either-or opposition which becomes
a both/and vision of the female. He: the tower, is nihilism, the abyss,
rigidity, isolation, and control; is courage, reason and a sickness, She:
the leaf, a vulval shape. She is infused with an irrational happiness,
sensuality, pleasure, and openness to community. Flas common sense,
does not drive a philosophical position to the end and bind herself to
it. This female mode of seeing holds to one side of a polarity (a “femi-

nine” side) vet is simultaneously that force which includes and tran-
scends male nihilism and rationality. ™ A constellated integrative form,
This vision contains feminine, transcends masculine, asserts female as
synthesis, Makes me very nervous (are we “just” valorizing our ideal-
ized selves?|. This structure is paralle]l to the double status of Mrs,
Ramsav in Lilv's painting |and in Wooll's To the Lighthouse), as one
side of the masculine-feminine polarity, fit only to be surpassed; at the
same time, as that strolee in the middle, the one unitving lighthouse
stroke, which is love and ambition, mother and child, death and plea
sure: the female synthesis,

Of the voices of Wooll's essay Three Guineas, one takes the trial tone:
rational, legalistic, logical. The other voice discourses loosely, inven-
tive, chatty, exploring every nook and cranny. As for facts—anecdote
is authority. But as the Antigone reference ripens, and we talk of women
defving the laws of the state, both masculine and feminine are sublated
in a heroic, intransigent but unauthoritarian voice which combines
reason and emotion, logic and defiance. This is the noncontractual
volce of the Outsiders, (ambiguously! nonhegemonic

who speal the last of the important languages to require trans-
lating,

A constant alternation hetween time and its “truth,” identity
and its loss, history and the timeless, signless, extra-phenome-
nal things that produce it. An impossible dialectic: a perma-
nent alternation: never the one without the other, It is not
certain that anvone here and now is capable of it, A [psycholan-
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alvst conscious of history and politics? A politician tuned into
the unconscious? A woman perhaps .Y

This hoth/and vision, the contradictory movement hetween the logi
cally irreconcilable, must have several causes. Perhaps it 1s based on the
bisexual oscillation within female psvchosexual development. Nancy
Chodorow shows how the Oedipal configuration oceurs ditferently in
girls and bovs and that, because of the way the sexes are reproduced in
the family, most women retain men as crotic objects and women as
emotional objects. This oscillation between men and women, father
and mother, pervades her emotional (and thus aesthecic! life. And do
we also value the E-Mart version of this structure: conflict avoidance
Evervhody is right. Feel like a chameleon, taking coloration-

Insider-outsider social status will also help dissolve an cither-or dual-
ism. For the woman finds she is irreconcilable things: an outsider by
her gender position, by her relation to power; may be an insider by her
social position, her class, She can hl_ bo Lh Her ontological, her psvchie,
her class position all cause doubleness, Doubled consciousness. Dou
bled understandings. How then ;_'-':Llld she neglect to mvent a form
which produces chis incessant, critical, splitting motion, To invent this
torm. To invent the theory for this form.

Following, the “female acsthetic” will produce artworks that incorpo-
rate contradiction and nonlinear movement into the heart of the texe.

An art object mav then be nonhierarchic, showing “an orgamization of
material in fragments,” breaking climactic structures, -‘11'1%1:15 an even
L J"\-[" dy o 'L CITICTIES OVET 1.|' eaurtace w 'Il' 10100 |'||.'I'| ACTIC ['.I !l:l: O 110111211,
since the materials are “organized into many centers.’

Monigque Wittig's Les Guérilléres, a form of verhal quilt. We hear her
|'.3'~|.'5_. ]wr '.J'I':.‘-:TZ’I.:H:':-(‘(E ‘il.i'l"ll.".‘i. nio [‘.'Ii.l"li_'TLE:_:.T'iI"II'I CWVEN, NO PALSES, N0 HL_"'.L_]'I._E
apart, and so evervthing joined with no subordination, no ranking. [t is
radical parataxis, Something droning. Nothing epitomizes another. I
truits are mentioned, many are named, for unlike symbaolism, where
one stands for the many, here the many stand for the many, Hol-Stein
one of the thirsty animals

May also be a form of sexuvalicy, that multifocal female body and its
orgasmic capacity, where orgasms vary startlingly and are multiple,
And how we think about the L-ud}f.
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af criticisn: “lean, dry, terse, powerfuld, strong, spare, linear,

focused, explosive”—sod forbid i should be “limp ™! Bul
“szoft, o ' at
cles,” and other descriptions of our bodies—the very abyss of
aesthetic judgment, danger, the wasleland Jor artists!

Frances laffer

sf, blurr

led, frregular, going aro

Multiclimactic, multiple centers of attention: Orlando, Between the
Acts where the cows, the rain intervene in art, where the border be
tween Llite and art 15 down, 15 down!

The anti-authoritarian ethics oceurs on the level of structure. We call
all this “new™ [“new form,” “new boolk,” “new wayv ol writing,” lavered
and “strudled,” Metzger savs|, that use of the word “new” which, for
centuries, has signaled antithesis to dominant values.™ And which
coincides with the thrilling ambition to write a great, encvelopedie,
halistic work, the ambition to get everything in, inclusively, reflex-
iviely, monumentally,

Moreover there looms ahead of me the shadow of some kind
of form which a diary might attain to. [ might in the course of
time learn what it is that one can make of this loose, drifting
material of life; finding another use for it than the use [ pur it
to, so much more consciously and scrupulously, in fiction
What sort of diary should I like mine to be? Something loose
knit and vet not slovenly, so clastic that it will embrace any-
thing, solemn, slight ar beautiful that comes inte my mind, |
should like it to resemble some decp old desk, or capacions
I, in which one flings a mass of odds and ends without
looking them through.™

hald-a

The form of the deslk, the tote bag, the journal. Interesting that for
Woolf it was the form of a journal, and tor Pound too it began as a “rag
bag,” a market mess of spilled fsh, but became the form of Analects,
ol codes, a great man’s laws. The Cantos, For Williams, it was the form
of antiquarian history, local lore, wonders, layered in the Cicy, Paterson,
For both the male writers, a geopolitical stance, and this may have
happened in a turn from the female, a reassertion of the polarized sexes.
For the woman, it is a diary: her bag, her desk,

We intend to find ourselves. In the burning city.
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The holistic sense of life without the exclusionary wholeness of art,
These holistic forms: inclusion, apparent nonselection, because selec
tion is censorship of the unknown, the between, the data, the germ, the
interstitial, the hit of sighting that the writer cannot place. Holistic
worle: grear tonal shifes, from polemic essay to lyric, A self-questioning,
the writer built into the center of the work, the questions at the center
of the writer, the discourses douhling, retelling the same, differently
And not censored: love, politics, children, dreams, close tallk. The first
Tampax in world literature. A room where clippings paper the walls.

of course [ am describing The Golden Nolebook again, Again

that it claims a social function and puts moral change and emaotional
vulnerability at the center of the experience [or the reader.™

A possible definition?  “ternale aestheric”  tackling Etruscan  the
doubling of doubleness  cottage cheese  the riddle our

riddle sphinx to sphinx  sexual difference  artistic production [
am hungry—K-Mart  The Golden Notebook  |ambiguously nonhege-
I

Artistic production. The making, the materials the artist faced, col-
lected, resolved. A process of makings, human choice and necessity.
Any work is made to meet itself ac the crossroads. Any worlois a strategy
to resolve, transpose, reweight, dilute, arrange, substitute contradictory
material from culture, from society, from personal life. And (the] temale
acsthetic? Various and possibly contradictory strategies of response
and invention shared by women in response to gender expericnces.

Take Nin. Her diary as form and process is a stratagem to solve a
contradiction often present in acute form for women: between the
desire to please, making woman an object, and the desire to reveal,
malking her a subject. The cultarally sanctioned relationship to art and
artists which Nin continually imagines [ormament, inspiration, sexual
and psychic reward| is in conflict with the direct relationship she seeks
as artist, colleague, fellow worker, And Nin‘s diary as fact and artifact
transposes these conflicting forces, reveals and protects simultane-
ously, allowing her to please others |by showing male friends specially
prepared sections) while writing to please herselt. Double, sometimes
duplicitous needs,
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. of art. These experiences of difference which produce different conscious-

p selee- nesses, different cultural expression, different relation to realms of

rm, the symbols and to symbol users.

[olistic

LIOTIng, And theretore, and therefore, there is female acsthetic

C CEenter

erently.

"he first from this [difference in priorities between men and wormen)|

e walls. spring not only marked differences of plot and incident, but
infinite differences in sclection, method and style™

as there is male
the fact
national It is a commonplace of criticism that only the male myths are
valid or interesting; a book as fine jand well-structured) as fane
Evre fails even to be seen by many critics because it grows out
n the of experiences—events, fantasies, wishes, tears, daydreams,
images of self—entirely foreign o their own ™
ion 1
onhege- Female acsthetic begins when women talee, investigate, the structurcs
of feeling that are ours. And trving to take them, find also the conflict
between these inchoate feclings (coded as resistances, coded as the
ced. col- thirsty animals) and patriarchal structures of teeling—romantic thrall-
uﬁ::;:si.t‘,v'. dom, fear of male anger, and of our own weaknesses of nerve, Essential
| SErategy | ist? No. We are making a creation, not a discovery.”
radictory
) fernale Yet it is also clear that there would be many reasons not to see female
TESPONSE ' worle as different. Why might someone object?
lences

First, a desire to say that great art is not made by the factoring out of
o solve a the sexes, is “androgynous” as Woolf uses the term in the twenties,
ween the The desire to state that greatness is (must be?) universal, that anything
to reveal, else is special pleading. The fear that to notice gender in any way

to art and becomes destructive to women. Thus the disincentive: if gender catego-
m, sexual ries have alwavs been used so destructively, our use of them, is it not
she seels “playing into their hands”? {There can he no greater proof of differcnces

d artifact in the relative powers of the genders than this argument.]
imultane
s speclally
Oretimes Another reason women don't like their art to be seen through
their bodies is that women have been sex objects all along and
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to let vour art be scen that wav is just falling right back into
the same old mut.”™

Women mav then respond with a strategy of sclt-chosen, proud ghetto-
ization |Richardson’s “feminine psyche”| or may respond as Woolt did.
[n that [neo-Freudian) context, Woolf's argument tor androgyny is a
situational triumph, rejecting the ghettos, stating that women's art
comtains the man, contains the woman, has access to hoth.

Where then s (the! “female aesthetic”? In both, in all these strategics
of response to difference. Even if, even when, contradictory.

Then, there is the desire at all costs to avoid special pleading, anyvthing
that looks like women have gotten by because of our sex [ambiguous
word: meaning, our gender, meaning, our sexuality], This is a rejection
of the stance of the courtesan for the firm-chinned professional, who
does not {in dress, in manner, in talk} call attention to her “sex.” She
has her babies bravely between semesters. She fears being ghettoized.
Being patronized. But it happened anyway, Any way. And she did not
“eontrol”

Another fears that any aesthetic is bound to be misused, misappropri-
ated, and this one is surely extremely valnerable, with its blurring of
all the elements we have firmly regarded as setting art apart: blurring
between art and life, blurring between social ereativicy and “high art,
hlurring between one's journal and one’s poem, blurring between the
artifact and the immersion in experience. Such exact polarities.™

[ am hungry. [ am very very hungry. Have I always been this empey?

| 1
: Ll e next -.'I-:'."." ! VeI 'I LV e S0 enns

sthelics Yol '.C_;']Eth{ of—

winderfi

fittle .';w- .'mi POTOUAITESS, mtimacy, recontact

les of the brain,

o

wholistic, lacking distonce o .. mfn....,x didactic—but

would have to be a particularly strong and careful

artist 4’ ,'h.'w* rﬂ tell vou t I don't love one single novel that has
conme ot of the 1960-70s x-'.’r:.'r.‘."..'i'.k movement. 1 1't think there is
ANVOIE C JI‘L"V_?‘(’(." enough about either or the real details of

daily life. My sense is that evervone has been in a rush. (1 feel in this

rush too sometimes, Who wants to be a poor nobody ar forty!)

:
t
fction. But no one has been concerned enough about FOEM for me.

» wonderful moments herg and there in different ']'a'_’“a'_’.'\ ay
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Mira Schor

In my essavs’ psychic and speculative search for contradictions, for
wholeness, lincar and conscellated forms cocxist. The wark is met-
onymic (based on juxtaposition] and metaphoric (based on resem-
blance).™ It is at once analytic and associative, visceral and intellectual,
law and body. The struggle with cultural hegemony, and the dilemmas
of that struggle, are articulated in a voice that does not seek authority
of tone or stasis of posicion but rather sceks to cxpress the struggle in
which it is immersed.

As for female aestheric? this essay points to one set of responses, One,
Only. One among several possibilities. " Of course, for descriptive pur-
poses, the actual traits martter, bur more important are the functions [
postulate, the functioning of the traits to express, confirm, lluminate,
distort, evade, situations that have a gender valence

[
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14 For the Erruscans
sneatw the nateiarebal terarniy of amn 5 |I fertive™ absolirte wev of doimn
repeals | |(_.I|-._..|.|:'.'.T..|'.u.' Dyranny ol oojectlve  QDSOIULe wWay oF dodng
things.
Lou Boberts

Can [ prove it? I can prove that different social groups produce differ-
ences in cultural expression. [ can prove that women are a social group.
| can point to examples of differences in our relation to the symbolic
order and in our cultural expression.

But I cannot prove that only women, that women only, use this acs
thetic, And this failure is actually the strongest proof of all.

Women are (ambiguously) nonhegemonic because as a group, generally,
we are outside the dominant svstems of meaming, value, and power, as
these saturate us, as they are “organized and lived. "™ To talk of society
and culture as involving “hegemonic” practices does not mean that a
hegemony is a ten-ton stone falling from nowhere to crush you into
some shape.

egemony is not to be understood at che level of mere opinion
or mere manipulation. It is a whole hody of practices and
expectations; our assignments of cnergy, our ordinary under
standing of the nature of [people] and of [their] world, It is a
set of meanings and values which as chey are experienced as
practices appear as reciprocally conforming. It thus constitutes
a sense of reality for most people in the society .. but . s
not, except in the operation of a moment of abstract analysis,
in any sense a static system.™

A hegermony, as a set of practices, has “continually to be renewed,
recreated, defended and modified” as well as “continually resisted,
limited, aleered, challenged. ™

Women, in a generally nonhegemonic position, barred from or quota'd
into the cultural institutions of renewal, defense, and
madification,

“of European intellectual history was car

st ) bon K3 A
rodars 1 e vid-

ried on without us. The clerical status of so

dle Ages gutomatically excluded women from the formal

swhich would fit them for the ried world, and as

ji 1 . 2 3 4
vou Know, this situation was not rectified in omodern HImes

until very recently. Moreover, self-study was for most women

Yet s .
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Jo Ann MeMNamara

While it is generally asserted and assumed that women belong to the
majority, to hegemony, [ could suggest that women are virtually always
[ambiguously| nonhegemonic. A great number are formed by residual
social practices: ethnic, kin-based, male- and child-centered female
communities, Some may be emergent, “alternative or oppositional o
the dominant elements."*

Why are women as a group (ambiguously! nonhegemonic? A woman
may be joined to a dominant svstem of meanings and practices by her
race [say, white], vet not by her gender; she may be joined via her class,
but not by her gender; joined thru her sexual preference, but not her
gender, Mayv be oppositional, with many sources of alternative condi-
tions (working class, blacl), but still oriented inideology and conscious-
ness towards hegemonic norms. [June Jordan's poem “IF you saw a
Megro lady™ spealks of this possibility.

[Ambiguously! nonhegemonic, For women, then, existing in the domi
nant system of meanings and values that structure culture and socicty
mav be a painful, or amusing, double dance, clicking in, clicking out—
the divided consciousness. For this, the locus classicus is Waoolf,

Again if one is a woman one is often surprised by a sudden
splitting off of consciousness, say in walling down Whitchall,
when {rom being the natural inheritor of thar civilization, she
becomes, on the contrary, outside of it, alien and critical.™

That shifting focus, bringing the world into different perspectives, is
the ontological situation of women because it is our social situation,
our relationship to power, our relationship to language.




16 For the Etruscans

What we here have been calling (the] female aesthetic turns out to be
a specialized name for any practices avat lable o those groups—nations,
genders, sexualitics, races, classes—all social practices which wish to
criticize, to difterentiate from, to overturn the dominant forms of know-
ing and understanding with which they are saturated.

Nincteenth-century Russian fiction has analogues with women’s writ-
ing; both are nonhegemonic practices * ‘pointless’ o ‘plotless’ narra-
tives stulfed with strange minutiae, and not obeying the accepted laws
of dramatic development, lyrical in the wrong places, condensed in
the wrong places, overly emaotional, ohsessed with things we do not
understand, perhaps cven srotesque,”

Neéwritude has analogues with women's aesthetic practices.

Consider then the white European standing betore an object,
hefare the exterior world, before Mature, betore the Oirher, A
man of will, a warrior, a bird of prey, a pure act o watching,
the white European distinguishes himself from the object. He
holds the object at a distance, he immuohilizes it he [xes it
Equipped with his instruments of precision, hi: dissects it ina
cold analysis. Moved by the will to power, he kills the Ocher
and, in a centripetal movement, he makes it a means to use
for his own practical ends. He assimilates it.. .. The blaclk
Adrican is first of all in his colour as if standing in the primor-
dial night. He does not see the object, he feels it. He is like
ane of those worms of the Third Day, a pure sensing field.
Subjcctively, at the end of his sensing organs, he discovers
the Other. . .. So the black African sympathizes with, and
identifies with the Other.”

For blacls excluded from a Western world of whiteness will affirm a
connection to rhythms of carth, sensuality, intuition, subjectivity, and

this will sound preciscly as some women Writers do.

High modernists are the most problematic nonhegemonic group, be-
cause they make a conservative, sometimes fascisante criticism of
bourgeois culture, with “positive” values ascribed to hierarchical social
order, snmetimes buttressed by religion, but also, astonishingly, linked
to peasant-based agriculture jas opposed, of course, to our urban, indus-
trial morass). These writers constitute themselves as a ETOUP-aEainst,
whose commaon bond is opposition to the social basis on which their
world in fact rested. Modernists show the strength of a politicized
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culture based on a shared revulsion to World War 1, on one hand, and
tor the Russian Revolution on the other. This set of individuals with
residual values (Eliot, Pound, Yeats, Lewis, Lawrence) depends on re-
sponses to a once-existing, and somewhat mythologized, social hasis
in peasantry and patriarch. Aristocrat, head, 1l copo, A revolution from
the right.

Literature by women, in its ethical and moral position, has analogues
with the cqually nonhegemonic modernism in its subversive critique
af culture, (Most—Woanlf, Lessing, H. DD.—are in no way right WIE;
this more than just an “interesting observation.”) In women’s writing,
as in modernist, there is a didactic element, related to the projc
cultural transformation, of establishing values. In women's writii

in modernist, there is an encyelopedic impulse, in which the writer
invents a new and total culture, symbolized by and announced in a long
work, like the modem long poem.

And contemporary women have produced just such works, often in the
encyclopedic form of essav, compendia, polemic, collage, sacred and
critical texts and images: Susan Griffin's Woren and

Chicago's The Dinner Party; Tillie Olsen's Silern

i

ture; Judy
ex: Mary Daly's Gvnd

Eeology,

Then, literature, by women, inits phenomenological position, is associ-
ated with postmodernism, and with the democratic tolerance and real-
ism of Williams, or the generative blankness and tecundicy of Stevens.
A list of the characteristics of postmodernism would be a list of the
traits of women's writing: inwardness, illumination in the here and
now [Levertov]; use of the continuous present [Stein); the f

cerounding
of conscinusness |[Woalt]; the muted, muleiple, or absent telos: a fascina-
tion with process. a horizontal world; a decentered universe where

“man” (indced) is no longer privileged. But women reject this position

as soon as it becomes politically quictistic or shows ancient gender
values. For when the phenomenological exploration of self-in-world
turns up a world that devalues the female self, when that exploration
moves along the tacit boundaries of a social status quo, she cannot
just “let it be,” but must transform values, rewrite culture, subvert
structures
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for middle-class Americans under Iate capitalism, the form (structure,
I,m;,_iulu;* Vof the culture is the sus ng force of social domination,
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Sara Lennox

Lxploration not in service of reconciling self to world, but creating a
new world for a new self

given our revolutionary desire (that feeling of infinite possibility) for
a nonpatriarchal order, in the symbolic realm and in the realims of
productive, personal, and political relations.
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THE PINK GUITAR

1. The torso, the turban, the turned-away {ace of Ingres’ 1808 painting

called Lo Baigneuse de Valpingon or The Large Bather reappear, amid
some clutter of bodies, in his later orientalized paintings: the Horem

Interior (1828) and the Turkish Bath (1863).' The Turkish Bath has, in
its great circle, over 20 temale figures, two black, two brown, all nudes,
maost erotic in conventional gesture, some overtly sexual: plaviul, lubri-
cious, languid, narcissistic, preening, posturing for the viewer, fiddling
with themselves. Whatever all those words mean, Thart foregrounded
back-turned torso, the hidden, inward face of The L
clearly iconic for Ingres, and mysteriously so, for in its interiorized,
non-frontal “purity™ it withdraws as much as is cxposed in the tarted
up meat-markets of the later works. In his final use of this image, in
The Turkish Bath, Ingres has given the female something to do. She 15
plaving a hidden instrument, perhaps a mandolin. Her mandolin as
hidden as her face,

iree Bother were

These well-known images by Ingres, themselves palimpsests of each
other, were further over-written in Man Rav's tampered photo [1924)
of Kiki of Montparnasse |a.k.a, a woman artist, Alice Prin}.” Ray posed
his model to evoke the Ingres and drew knowingly upon the progres
sively more overt orientalizing Ingres proposed for the torso, for Kili
15 marked with her turban, her gvpsy-like earrings, and the exotic silk
on which she sits, wide-hipped, a great shadow where her buttocks
crack at the base of the spine. Her enfolded arms are hidden, her agency
thereby removed. Her solid, curved, lush back has, imposed upon it,
brilliantly placed sound holes, black f-openings [f-openings!) which
recall the ffor function in mathematical svmbol, force in physics, forte
in music, and the abbreviation both for female, and for feminine gender
in grammar. She is thereby made sonorous with cultural meanings.
Once by Ingres, she becomes, by Man Ray, the Vielin d'lngres, the
hobby-horse which playvs with the representation of women and sexual-
ity without altering the fundamental relations of power, proprietorship,
and possession so succinoctly evoled.

157




158 The Fink Guitar

Homme-age, [ ngres. These wry and salomesque swirls of veils of other
texts. Man. Ray. [ am dressed therein. [ drape them, they drape over
me, they are some of that thru which [ see.

Violon d'Ingres. Violin d'anger. Vial in danger.

[t “just means hobby in French” it “just means that womnen are his
hobby”  “vou see, Ingres was really a painter, but he also played the
viclin®  “sort of like our saving ‘Sunday painter,’ meaning they weren't
really serious about”

I am deadly serious.

It 15
[ pick up this guitar. |7 a woman! 1 say
[ am

For when I pick it up, how do 1 “play” the women whom I have been
culturally given?”

And find that the languages, the words, the drives, the genres, the
kevhoards, the frets, the strings, the holes, the sounding boards, the
stops, the sonorities have been filled with representations that depend,
in their deepest satisfactions, on gender and sexual trajectories that
malke claims upon me (and could compromise what I dal.

My pink guitar has gender in its very grain, Its stings are already
vibrating with gender representations. That means unpick everything,
But how to unpick everything and still “pick up” an instrument one
“picks,” or plucks. How to unpick evervthing, and still male it “for-
mal,” “lvric,” “coherent,” “heautiful,” “satistving,” when these are
some of the things that must be unpicked. (Kristeva used the term “the
impnossible dialectic.”*| The writing therefore becomes unpalatable,
difficult, opaque, shifty, irresponsible, suspect, and subject to many
Accusations.

And could [ change the instrument |restring, refret, rekey, retool, rehaole)

Invent
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The Pink Cuitar ] 54

I struggle for a tread. Everything must be reexamined, re-seen, rebuile.
From the beginning, and now, And vet I am playing, I am playing. [ am
plaving

with a stringed lever,
2. How much insomnia can any one person stand?

It was an unbreakable drama of silence, to protect his obsessive and
incessant speaking, By tag finishings. Polite uninterruptions. No rage.
Mo, or little, spontancous laughter. No puncture. The seriousness of
his obsession and its vulnerability were patent. [ had been commis-
sioned with the unspoken responsibility of guardianship. It 1 had really
“had it,” [ walked away. But that communicated, as it happened, noth-
ing. Or very little. As faras I know. This whole thing was undiscussable,
although it occurred for many years. My silence and little spures of
pleasant sound became a canvas, a terrain, a geography he could enter
with his words, Irrespective of me, There was no me as me, the only
"me” was a necessary, even crucial, occasion (“The Listener”]. I cer
tainly was not “attentive,” except on the surface of my face, What,
then, was “listening”? and what relation had it to really hearing? By
which, and thru which repeated events much was damaged, and much
was destroved. And much was leamaed.

But most cannot be said.

They speak of bi-focal. Or the metaphor of “bi-lingual” for the multiple
negotiations into the different cultural practices in which we are consti-
tuted. [ am bi-silent, tri-silent, am made of dual/duel, wrebled/troubled,
base/bass and impacted silences. Which test, temper, distort, and sus-
pect fluencies, This blankness is social (silence 15 social as speech is
social; silence, says Cora Kaplan,” silence protects others’ speech); it is
gendered [or in relation to hierarchies of power),

It is like the ground of the page. The blankness already filled with words
thru which one negotiates, The page paradoxically both open and filled.
These thythms—ot start and stop, the praxis of randomness, the choices
of motion over, under, through, small tunnelings and explosive rejec-
tions are a socially grounded set of structures. These structures or
plots of feeling, and the feeling patently evoked |that T want to evoke|
I:Q'I-f[":_'ﬁ]_'l['ll'jd T kjl"ll'l'_l'._'Ifi'li'l'IIL’._. SOTNG I]llT.l'i'Ill.: l:]l.' CITOLIONS Ei.]'ld J::fi'lCL]C'L'ﬁ 11
the social and familial world—the shapes of the social structures in
relation to the shapes of the art.*
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“ Tell me, given the options, where would your anger have taken vou—

whoere has it taken you?® ®

Ao titles  dog food  telephone  trash bags  bath powder [harried
mother]  decatteinated coffee  dog food  nevwork  cold
medicine  toothbrushes  hemorrhoids  (the th tor

redness) toys  skin moisturizer  women's

laxative network local department store  tomatoes  cookies
sauces  drain opener  coffee  stockings toys  bacon  cough
medicine  sales  bateeries (for tovs)  air freshener  credits”

To enter from the shifting ground of interstices “between the acts®

| wanted not catharsis but engorgement, not mimesis but uncovering,
not mastery but plurality, not a “form” but a method—of montage, of
interruption . . .

then ate, walked around, and left my light burning.

4. The man, he said, playvs a translormative blue guitar. He bespeaks
his difference in a tlat, factual, and informative tone. “Things as they
arc /  Are changed upon the blue guitar” The doubling of “are”
by its very awlkwardness, bolsters the authoritative apothegem. The
balance of the situation as Wallace Stevens constructs ic he and them,
artist and curious onlookers; a unique one and a group from which he

is quite distinct. But still there is a fictedness between them and him, L

many and one, audience and Man of [magination. The pleasant sing-
song aphorisms harness a nursery rhvme or folk melody to the depiction
of modernist claims. This makes an endorsement of those claims. How:
cver, there is one distinction. The crowd says “A blue guitar,” The man

savs “the blue guitar.” The crowd allows for numerous like-colored
instruments; the particular artist claims his is the one, perhaps a tempo-
rary myth that enables the writing, perhaps a more intellectually ageres
sive erasure of any other practitioners

Into this scene gallumphs the female ardist, hauling a different colored
“lyre, guitar, or mandolin.” You want difference! she says, heehawing
into all that clegance and ideological balance. Il give you difference!

A pink guitar upsets a lot of balances. Including, and first of all, mine

A 108y writing space, a rose colored instrument, a new kind of pinkg,
which I hold and, by mv play, try: to hear its sounds, to read its marks,
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5, A woman writer is a “marked marker. * She is marleed by the cultural
attributes of Woman, gender, sexuality, the feminine, a whole bolus of
contradictory representations which are as much her cultural inscrip-
tion as ours. She 15 marked by being variously distinguished—delined,
singled out—by her gender. Others mav note it even if she does not, or
claims not to. She 15 marked by some unevenly effective traditions of
both “unspeaking” and “unspeakable” female self, and by some also
uneven set of incentives to cultural production, although she makes
many many things. She—any woman—is culturally represented and
interpreted |in all forms of representation from pop song to praver, from
B-movies to modern paintings). The works and the worlings of these
representations, in picture and text, in ideologies and discourses, mark
or inflect precise configurations of her personal markings. Her own
marks on a page — writing, drawing, composing; her capacity 1o make
those marlks; and what she can, or may, mark |or notice! will hear some
marks of this matted circumstance of gender. Many possibilities tor
gender valences of a woman and her artworks are suggested by my
remarks, As a "marked marker® a woman writer may not, or need not

be circumseribed or limited by gender, but she will be affected. Marks
of these gender narratives can be made legible in feminist readings.™

For any woman, and especially [or a cultural producer, a vital question is
how to imagine herself, and how toimagine women, gender, sexualities

men and her own interests when the world of images and, indeed, hasic
structures of thought have been filled to overflowing with representa
tions of her, and displacements of any “hoer” by the representations others
make. Thus: how to create an adequate worle Of and About women [but
never exclusively of or about women!, while being By a2 woman, when
strata of provious images of women, some quite culturally precious, sut-
fuse and define culture, consciousness, and individual imaginations,

6. "1t we had a non-patriarchal symbolic order, what would the language
be in that situnation? What would the non-patriarchal “word” he? ™"

7. What 15 entering this page space, and who is in charge here? what
singing cometh, and who's singing what song? and is this “autobiogra-
phy*? And s0 on. As very hungry herselt, hungry, mostly open and
thirsty, Given their thirst they step so lightly, O all right, Holstein,
hard not to be sentimental. Onee | wrote “giving birth to myself”
sincerely. Yet [was never giving birth to mysell, but to a labor: cultural
critique. “Birth” was always an odd metaphor, because whar comes our
at birth still enters into—already was entered into—nettings of social
materials, is not [ormed in and of itself. Enters and is joined into
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multiple praxes. It is the newness of the child, the promise of something
different, the child as utopian moment. ... The cows line up, jump,
heave their silly weight up. They hunch. Many bones, skin, nouns,
many stomachs and no memory, and the turmoil of regurgitations.
Black muck, The stench of the manure pile, the flies against her flank.
Soooo Bos. Whose bossy head was second in all the alphabets, In Lon-
don, 1964, I tore a l; Juntil the word that
was therehy isolated in a broken circle is the rip of “RAGE.” Malke that
a collage! The historv and relationships, the memories associated with,
the meanings, the linkages, the fissures among, the difterentials, the
tallow and the shunned, if [ were to pick up every item and associate
across the bondage of memory | have covered about 20 inches of space,
and, honest cnough, have already been singularly selective). . . . Step-
ping into the same diary twice. So pour the milk back over the cow.
This fleisch is milchig. Cows not to convert. Cows not to channel,
Cows not to instruct. Only the silky, and o they are milky,

bel [beer: Courage and Barcla

4. Are the facts of my life |like “my hest selling novel”  “my face
staring from ... “  my rose-colored living room, with “its dramatic
ochre entry.” my feet tucked up under. “my casual yet my ele
gant.”  my half-Anished cup of cold colfee.| here? I'd rather eat myself
than be consumed. BAVISH myself, “I'm ravished.” A slip for “I'm
famished.” Bad enough, but in front of my uncle?

It is a voice, it is, in fact, voices—and from where, If [ said “midrash”
it would have some cultural charm, although Hebrew was Greek @
me, and Greell was a botch, and it did have something to do with “my
father,” But by midrash | mean the possibility of continuous chains of
interpretation, thinking into

4. the relations of things. [t's like when vou open a catch-all drawer and
everything there including vour hand, and your gesture, means some
thing, has some history, of its making, and of its being there. A focused
catch-all. Where the production of meanings is, if not continuous, 50
interconnected that one has the sense of, the illusion of, the “whole” of
lite being activated, and raised to realizations and power, Thru language

The today, the practice of thought  as the practice of writing, A
pressure 4 vision a set of interactions  feeling
curious  sometimes feeling despised,

the neon bleakness of desire in the mall. The blank page (or screenl, theSs
open silent space, and the words well up, as from a conduit. What writest S
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nething “For it is against itsell [and against the world as discourse) that the

y, jump, essay hf1'[;3.;3.;]i‘:’-. It :]1'ifr3_. it wanders in order to trace a map of its own
OIS, questionings. ... "

tations.

er flank.

So that my “Hg newtons” stand for your “diaper pins” and it looks as
if I am getting all of it, in. When the all is not whole |in the globular
sensc) but not fragmented (in the painful sensel, but jusc slowly in
pieces and together, wandering across the page, lunch boxes of violence
rejected vet vearned for, night images right at the borders of sense and
pleasure, red ribbons invested with symbaolic intent, me in contradic-

In Lon-
ord that
ale that
ed with,
ials, the

jssociate _

of space, tory aqd “uneven d{:wlﬁpmc.nt_ " and the one good Phillips head screw-
.. Step- }lnvm' n ﬂ'.t; house, where is ¢! It is not WOTEn only who live this wav,
the caw. but the sliding up and down the scales of importance, the destruction
Ehannell of scales of importance, the indomitable horizontality of scructures, the

insistence of non-transcendent heights, and material deprhs—

‘my face

; ARE
dramatic
my ele-
at myself galloping and gulping, elusive, hybristic, subversive

for “I'm

the essay.

nidrash,*
Greek to
with “my “as if hearing an ‘other
chains of meaning' alwavs in the
process of weaving itself, of embracing
itsel! _lr wilh
rawer and words, but also of gsetting rid of words
NS S0me- in order
A focused not to become fixed, congealed in them”
nuous, s0 |L. Irigarav)
whole” of “constructivist writing” [ Bernstein)
language. “Semiotic/symbolic” writing (], Kristeva)
multi-discursive, interrogative, polyvocal, heterogeneous
ng. A interactive

recognizing “subjectivicy” [S, Griffin)
no more “confines of relevance” [B.
Dahlen citing G, Steiner|

creen), the “moments of linguistic transgression”

1at Writes? M. Tacobus)
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associative, critical
“ro question the apparatuses” (G, C,
Spivak)
“malke it impossible for a while to
predict whence,
whither, when, how, why ... " [L.
Irigaray]|
a motion capuured in motion
“watic hisexuality” (H, Cixous|
hysterical, site-specific
an interested meditation
“atopical or hypertopical mobility of the
narrative voice" |, Derridal
“washed by heteroglot waves from all
sides™ (M. Balchtin

the site of many centers
a non-transparent texcualicy

“form as an activity” |L. Hejinian)
contradictory

its multifariousness AS resistance

It is a Wav: of talking, of listening; the intense calm of everything
connected, everything ruptured; che pleasure of a babble of

10. Touch on any part, on any sight, a sock, a hole, a wall, pictures, a
resistance to museums, yvet pictures always on the wall, and defining
eras by those pictures. Wander looking for the odd lots, stop in front of
something smallish, a little unofficial, by someone whao did the best he
could. That's all. Or a sell portrait by a woman no one ever hears of,
She, Sincere, intransigent, Or a few squares floating, by an escapee. Ong
or two lines on a page. That's all | need . .

the entrance into this otherness 1s traught  discourses come through us
and we choose and are chosen by them. But “Otherness” is a dangerous
10r, Some “17 am very much here, working in a set of spaces and

practices. Sonever writing in the illusion that this play is only textual ®
This is serious; in many wavs its play is 2 measure of its grief. The
material fgure of the writer-gendercd-temale stands, in her politicd,

visceral need

: Writing i reading
tor the { . = of this { SR
reading WITIng
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iOrherness™ 15 a cultural construce like “the feminine,” against which
and through which I struggles. It is sometimes attractive and confirm
ing that these textual practices are called “teminine,” bue the argument
draws sub rosa on the power of those binary formations that it would
reject and overturn. The feminine is where [ am colonized. The femi-
nine is the dream of an elsewhere, a someplace uncolonized. The femi-
nine is orange/blush/pink/peach/vibrant red “in” this year. The femi
nine is a short blue one, or a long plaid one, but never a short plaid one
or a long blue one, It is that kind of knowledge.

But to intermingle the utopian “feminine” space [of religious and a-
social aura, of “ultimates”) with an attracted loathing for the blush/red
ete, feminine with a rooted feminist lust for material social justice in
the quirky voice of a person mainly gendered female—well, this is
approximately the practice. Have I “undone the binary™? Was it in
my power! [ did make trinaries, quadrinaries. I have made permancent

quandaries.

I1. The practice of anguage. The anguish of language. The anger of
language. “A 68er” said Meridith Tax: and this is what it means to this
work.'! Inchoate in the 60's, coming to tocus abruptly in 1964, the
idea that culture was a political instrument, that language, hegemony,
discourse, form, canon, wrongness, allowable and taboo were always
historically formed, and were notions constantly debated, reatfirmed
and disallowed, That culture was an arena of struggle.” And further
more, to sce from where [ was standing mcant to see with a specifically
formed kind of female eves. Cross-cyed; cock-eved, Funny cvocations.
it was the fernale that was the most startling to think about, since it
was that around which the most intense contradictions of affirmation
and denial occeurred.) If one sees inside one's gender, ©
ity, nationality, and these from and engaged with one’s time, then
eulture is a process of rereading and rewriting, a practice, Soon atter,
by 1969—70, I had scen in a startled and famished (ravished) flash the
necessity of the feminist cultural project. No less than the resecing of
gvery text, every author, every canonical work, every thing written,

155, TACE, !'EL'KLIF.:I].

gvery world view, cvery discourse, every image, everything unwritten,
from a gender perspective,

This is a major cultural project, intimately linked to the practice of
questioning powers of all sorts, to the uses of culture in all arenas, to
the nature, or definition of culture. And this is a central project of our
generations (of women)|, this feminist cultural practice,
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led to unresolvable contradiction, the very datum became pivotal. The
loss of the quest for (what was essentially personal] “wholeness” was
no loss. But what that quest said by using that term remains vital. And
what was that! Was it a desire for justice? Was it hope? |Pretend these
terms have been properly “deconstructed,” vet still, though battered,
can be sustained or understood. |

So, quest. (butterfly, spinning sac, threads, cocoons) like an carthworm
Y changing intoan airplane. Pupa, chrysalid, butterfly; silloworm weaving
the silkword “metamorphosis.” Psvche, Haunted by psyche, and
hounded by the glories of that telos; Monarch! Swallowtail! Mourning

Cloak!

That “psyche” image bound for glory fucled my ambitions and is re
flected in certain essavs of the 1970%; it also appears in the work of
HD. But there was something about guest narratives that [ became
uncomfortable practicing. That modified my practice, or drove it under
ground. The plots and triumphs were too given, and they drew for their
appeal on structures of feeling (apotheosis, climax, ending, transcen-
i dence] of which I was agnostic, suspicious, and would no longer take
for granted, Dd quest end? Was there triumph? fulfillment? synthesis?
[began to think of these as religious structures, but worse, of the writing
that might practice them as “sermon.® Sermon, as opposed to essay.
They did not narrate the ongoingness and mixed struggles of the writing
of rupture and critique: that practice.

My buttertlies change, A cabbage white is plain enough: persistent,
uhiquitous, almost the mosguito of butterflies, and as textual as a little
page with its shimmering black spots, Though not to make “textual”
the new sentimentality.

and “textual” heras: Arachne, challenging even the goddess with her
weaving which depicts the rapes of women by gods. Philomel, muted,
mutilated, weaving the depiction of her rape and mutilation; Procne,
the reader. Penelope, buving time for personal lovalties and choices
with the studicd, strategic destruction and remaking of her weaving,
Names, identified as constructive agents, Agures who make and un
make texts, or, to use an old-fashioned word, worls. Who are workers
imwriting.”

Their strategics of resistent representation.'” The emphasis to fall on
the struggle to make the works, The carcer of that struggle. But/and
the utopian project is not ended.
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14, 23 November 1981, “I" cannot be displaced [ cannot 1 juse got
here!  feminists the last humanists, yvet | have become decentered. [
am a walking margin the first decentered creature  in the sunny
depths  harsh crisp color and a triangular shape blurred. Yes. Where
there 15 looking. 50 hard to compare. But alwavs “1" or [, know,

For when I sav “1" I hear voices,

[ want to say | jand also some other pronouns|,

some me itted,

or she me'd,

yvet when [ say |

I mean I,

and vet is only a smallest part of [ that I can use.

And when I say I what might be meant is

i

meaning a quarter [ or an eighth,

Lo Imeasure it,

mayhe with a little round heart on top to dot it

to dot the 12-year-old seli,

in turquoise ink or a round blank circle of the wide-cyed girl

what I indeed.

S0 when | sav |

what

I mean is an 1

which is it speaking

it spealks as [ speal,

|and Creeley knew it and Rimbaud
squeaked speaked

At doing the I as she,

the I as me,

1 her, a we, a they, a them,

doing the I as he . .. as vou

anarchic, wayward, flaw-ridden, maddening
As much no-me as me.

Deploved in playtul angnage.

There is no I when [ “spealk®

but places of gridded and bubbling social voice
atone  a humming thru a “G” perhaps

ora "B flat”

girl ang
a sol fal
o [ o
Just am

15. ['sf8
and o
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bBut | am writing, A deliberate

| which thinks, thinking, the process of picking and unpic
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girl and baoy

asol fa la, a soltepgio moment of the resonant throat

no I na “I" no i

JUST an MmmInmmmm Tr¥ing 1o _"L;,.:‘.lr:: JUstice,

13, I start writing, “lanuary 1982, To honor the plurality, POrOusness,
and mobility of discourses. to combine personal and analvtic; to reveal
thinking as a heart-felt activity; to bring ‘subjective’ and ‘objective’
into dialectical exchange and mutual translation; to name the interests
aler; to fabricate the text as

an instance of social and ideological need .. . »

Creatmp interpretation; to reveal the reve

To multiply the tones, the positions; to saturate oneself inside the

existing heterogeneity of speaking

l'o account for the different textures and descourses of life, to include

ingry whine of a child, to bring decorums, pleasures, and taboos
inte fructifying mixtures jand a great deal is left out; a whole, difi

set of options; they are, in part, censored by the writer|.

Erene

And “T don't write fiction.” ("You're kidding!"|

Fighter bombers patrol the borders, cruising along a line drawn in the
hy, and icis a low line, 200 meters, they sav. Accidents happen.
Why is It necessary to “train” pilots to flv that low?
said. Is there a prediction that they will be someday flying somewhere,
some place so obscure and miserable that it does not have radar, some
“themn” underneath the rumbling machine? T

F-16s.

Helow radar, it is

“erhaps they are really
showing “us,” those in whose name this

P occurs regularly. The job of
these planes is control of their own nation and its neighbors by a
banalized terror. The terror is the teasing halt-memory, half-visualiza-
tion of what is possible from those planes, what is carried inside those
planes, and wha is, with serious casualness, flyving them,

mtermingled generative, Some voice
king, returning
Wa generative body of work. A voice which
of its situation and spurts it in allusions to genres: POCITS, £55ays,
narTatives, epigrams, autabiographies, anthologies, handbills, margina-
lia, glossolalia, wire services

accumulates the pressures

writing in the interstices of texts, boring thru the white between the
lines, scribbling on the margins
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rhiythms [of responding  of ceasing  of picking up again)
converging and dispersing sightlines
not finished not caring

16. Her body was more or less her own—she could experience some of
its teelings, but as she gridded those feelings or sensations with words,
she participated in a cultural knowing in which female bodies have
been variously type-cast. Her body was traversed with these ideas,
sometimes they were “water off a duck’s back,” sometimes “they stuck
like leeches.” Her body, her mind, while they remained private posses-
sions of a named person, were certainly saturated with, hrimming with
concepts, dunked in the culture, stained with it, the little vascicles,
tascicles of “self.” All cells are cultural cells.

What body, then, is speaking? Does her body speak? Is it a body of
words? Of cultural ideas? A body of language? A body of words inflected
with its female body? A body of pulses, impulses, fissured, hopeful and
atraid inside of and dyed with a complex of rich and contradictary
readings of the female body? A body to whom things have happened AS
a female body, rape, for instance, and other tragedies still. Does this
statement immediately color things [do vou see red; have | willfully
made you see red)? If this language appears defenseless, unguarded, if
it mentions certain blood, it it strips itself and waits for impulsive
behaviors to strike, waits for the play of association, if it provokes
feelings of bemused recognition at quotidean interruptions

then what? From what is she writing?

Does simply saying “female writer” reduce her to gynecology, when,
by the same token, there is no way to take her as anything but a female
hody speaking words inflected by her being constructed female. In awe.
A body speaking words in awe, marginality and resistance,

. o ) g in a
[ would not erase or discount her (or anyone’s| experiences Noss body,
a3 i | f

I would not discount male experiences in a hody, How do we know
“things" except mediated? Is not the “hody” part of this mediation? An
African-American writer “writes the body” when he speaks of the
multiplicity of experiences that follow from his melanin-laden skin,
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But one wants, by the same token, no one reduced to body. Isn't isolat
ing “the body” conceptually still an unhelpful gesture from a long-
criticized, though apparently inexaustible, mind/body split that should
immediately be declared moot? I am admiring the quality and extent
of my own uncertainty. But, vet, do women (do men] write from the
body? Does that question remain important! Why was that question
posed in that way!

If the effect of this question is to make female writing “nacural,” down-
plaving agency and artistic choice, if the question freezes "body” as if
there were just one giant Female Body effectively present throughout
time and in representation. . . . then! If the effect of this question is to
free taboos, accept the unacceptable, and promote knowledge that fe
male writing, female emphasis may differ ... then? If the question
allows for the variety and play of that potential difference, but does not
penalize if it is “absent”. . . theni

And/But the body is not the body. It is language, it is writing, it is
inscription, it is representation, it is hungry, it is sick, it is in political
networks of care or rejection, it is mediated, it is not purer, more primal

than what?

One cannot write “the body” for there 1s no one spot where she can
satisfactorily denominate “the body,” although it would be folly to go
to the other extreme and deny the specificity of her body. One can write
bodies, languages of body, languages embodying positions, One can
write of bodies criss-crossed, scarred and striated with their matter,
their material situations, their embodiments. The bodv? I cthink the
question occurred that way as a stage on a way to saying “socially and
culturally embodied practices.”

but then what?
17. Women's shoes,

“Digar Parent: Your daughter's name was referred to us as possibly being
an excellent candidate for the 1989 LITTLE MISS PHILADELPHIA
GLAMOUR GIRL PAGEANT. ... Because of her beauty, poise and
appearance | am VERY interested in learning more about her, If you
feel she would like to gain some Modeling Experience, Porttolio’s,
and Talent Scholarships, all you need to do is fill out the enclosed
information sheet and submit that along with a recent snapshot of her.
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There is NO PERFORMING TALENT in this pageant. Judging will
reflect Beaury, Photogenticity, and Poise, ., . Our winner's will reig
over Philadelphia, Pennsylvania as the 1989 LI'TTLE MISS PHILADEL-
PHIA GLAMOUR GIRL, and will be making guest appearances at her
convenience. We feel this opportunity will open doors for every little
girl involved as our judges are all highly respected and well known in
their fields of beauty, modeling and theartrical acrivities,”

Information sheet question: “Does she enjoy having her photograph
talen and posing for them?™

Ohuestions: What is “photogenticity™? And who s them?
[ am also interested in the possessive’s being confused with the plural.

[5. T am not writing the personal. The odd and somewhat debased
notion of having a voice, or finding a voice, of establishing a consumable
personality complete with pix, of engaging in sclf-revelation, even of
engaging in autobiography is precisely the opposite of my deepest feel-
ings about this work, I am not finding a voice, T am losing one.

When [ write, I am not writing for myself, or even (grosso moda) as
myselt. [ am writing the voice, a voice, one bricolaging, teasing voice
of a working, A raw exhilaration. At ruptures, At relativizing the “uni-
versal,” At creolizing the “metropole.” At writing a teminist-feminine-
female bolus of scrapping and loving orts into existence, Writing not as
personality, writing as praxis. For writing is a proctice—a practice in
which the author disappears into a process, into a community, into
discontinuities, into a desire for discovery,

Pluralist
discontinuous
interplays

of interference
not just “language’ but “pursuit

shrill, hysterical, sentimental, washing up then dirtving, obtuse, queru-
lous, unsuccessiul, critical, synthetic, ruining

“In ather words, in the realm of thought, imprudence is a method."®
“Art should expose, not remove contradictions, ™™
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[ am doing worl, and what kind of work is it? tor whom am [ working?
and what am | bringing into being?

19. I am not a writer, as such. | am a marker, mavybe that is a way to
say it. All the signs that emerge on the page {I put them here, they came
here through me) [some were already there, in the weave of the paper,
no tabula rasa)

demand my reading, The responsibility for making words is the respon
sibility for reading. The practice of writing is already a reading, of the
writing already written, of the saturated page,

smitten with that already-written, in

language, anguage L am some character in a litele folk tale, call me “a-
reading-a-writing.”

20 A desire to change the authority relations to the text and possibly
to language

A practice of interference, or trving to stop a normal, normative, coher-
ent, flowing and consumable practice.

[am not even writing essays, [ am writing, to take seriously this typo,
essaus, Essaus. They are hairy and ungainly things, coming a little too
late, and earnestly with their litdle savory stew, and not thinking
quickly or slickly. My birthright? A kind of confusion about what
happened. About tricks and test

ts. A rachel goes backward into her
ceneralions, writes essaus: Some justice there.

The struggle on the page is not decorative.

[ am writing a kind of reverie, a textual practice of feminist leverage, a
counter TO culture as it exises, a sincere artifice that raises

21. Say imprecision ([ cannot know what I need to know)  say grict
(I can harely mourn and vet [ am filled with mourning tor the lost,
for the costs, for the dead of incomplete revolutions)  say repressed
arousal [the shards of injustice around us, we stumble on, pierced
by| say longing (for another kind of identity, another kind of
nation, other scts of social relations!  sav inarticulation  from
blinding sun to blinding rain  scotoma, scotamata  dizzy, dizzy,
dark areas or gaps in the ficld of vision, those things that float across
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the eyes, like fast scudding clouds. Is that what we want? what we
can barely see?

Wo and Woe. wic wee que qui ween queen wean. A mental lmage of
myself strumming tunelessly unstopping, at the same time weeping wee
and quee. [ stop it and resist it. [ stop, But I have written some of it.

August 1989,
fromm marerials
as early as 1979,




