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FOREWORD

The first time | heard Ani DiFranco | was 17 or $8ting legs crossed in front of a
tape recorder in the hallways of my high schoaéhsng to a tape that had been sent
to a friend of mine from someone she knew in th®. Ohe first song | heard was
“The Story.” | read some years later that the wayr@nco’s music had started to
spread was by tapes being circulated between caspushe US and | remember
thinking how fittingly it was that it had reached mars the same way. | also drew the
line between DiFranco being only 19 when she relé&r first album where “The
Story” appears and that | had been in my late tden§rst time | heard her muisc.
After obsessing a bit with the songs on the tapdriagd and | decided to order all

the albums that DiFranco had released up until.t8&e had just releaséibt a

Pretty Girl, her seventh album, so the first weeks afteréixed all of the seven CDs,
excitingly sent to me directly from Righteous Batigh my name and address written
by hand on the envelope, | completely submergecdetiysher music. | think that if

it had been any other artist | probably would hswen overdosed and moved on, but
DiFranco’s clever lyrics, unusual guitar playinglaxpressive voice spoke to me in a
way | had not heard before. The words she sangestémspeak directly to me,
probably because they came from one of my peersvanel different from the words
used by artists | had heard before. It was alsbadttime that | started playing guitar
and writing lyrics myself, and listening to DiFrar'® music has taught me more about
singing and playing than any guitar or singing kemever has. Her lyrics have
inspired me to pay special attention to the wordsdose when | write my own lyrics:
to see that it is possible to focus on both theoghebnd the words simultaneously and

that there is music as well as rhythm to be foumtthé words themselves.



When it was time to choose a topic for my MA, thewes not much doubt that
| should to write about the one artist who had estiavith me since my youth. Aside
from my personal admiration of DiFranco’s work, shalso an interesting figure and
her work is very well suited for exploration in An@an/Cultural studies and in
connection to feminist/sexuality studies and aistatthat | think truly deserves more
attention in the academic world. To the best ofkmgwledge, there are only eight
academic writings on Ani DiFranco’s wotkdowever, | both hope and believe there
will be more in the years to come. She was alsaitfe figure for me to explore as |
know many of her songs by heart and was able tognd choose from the catalogue
of lyrics that was already in my head in additiomty CD collection.

One of the things | did have to battle with in wrg this thesis was to stay
objective to DiFranco’s lyrics and the things skeedsses in her songs. The fact that |
have been listening to her for almost 15 years angvknow many of the lyrics so
well, | had to constantly stay alert and be opetinéopossibility that my former
readings of her lyrics were not the only possiliies | did have some epiphanies
along the way when | read at her lyrics throughdbeceptual frames of the theories |
applied and in the process of researching | alsited lyrics that | had not really paid
much attention before, thus expanding my understgnaf her work. However, the

discussions and conclusions found in this thedisuwtimately be a result of my

! Guillean, CindyResistance without Essentialism: A Case Study iobimanco. Eastern Michigan
University. 1999.; Ginsburg, Robyn Jahusic and Interpersonal Communication: an In-Deyibw
of Ani DiFranco and Her LyricsUniversity of Nevada, Las Vegas. 1992.; Feigenfpadnna. “Some
Guy Designed This Room I'm Standing in: Marking @enin Press Coverage of Ani DiFranco”. In
Popular Music. Vol 24. U.K. Cambridge UniversityeBs. 2005. 37-56. (Adaptation from M.A. thesis
In a Man’s World | am a Woman by Birth: Marking @len in Press Coverage of Ani DiFranco
2003.);Urrutia, ErikaA Rhetorical Analysis of the Lyrics and Music of Bitrranco.2004.;Dobransky,
Jenn Ani DiFranco, Relationality and Passionate Incoigies: Toward a Transformative, Vulnerable
Feminist Theoryl1999.; Waselus, Samantha MicheNégy Body - Shot Through With Streams of Song:
Female Musicians Writing the Boddrizona State University. 2003.; Garrett, ChaHioshi.
Struggling to Define a Nation: American Music i tRwentieth Centuryniversity of California.
2004.; Green, Maya TiltoWe Can Make Something Bigger Than Any One of UseAldsing

Fantasy Theme analysis and Autoethnography to Diste Rhetorical Vision of a ...2004



conception and exploration, as | believe it woulg ather researcher who is
passionate about the object of their study.

Although | was tempted, | have not attempted toubs the musicological
aspect of DiFranco’s work in this thesis, besidesifa brief mention of her use of the
sound of words in section 1. 3. as a part of tla storyteller tradition. | believe this
aspect can best be found exemplified in CharlesddirGarret’s dissertation
Struggling to Define a Natio(2004).

I would like to direct special thanks to Lene Jatessen who guided me
through the process of researching and writinghaut whom | probably would have
ended up never finished reading books by Noam Ckypmasd others in trying to
come to some form of founding truths about the Aozer political and social
structures. Nor would | ever have managed to rét@m any of the other diverting

branches | often found my focus wandering off mnglthe way.






INTRODUCTION:

i speak without reservation from what i know anawhm. i do so with the understanding
that all people should have the right to offer thaijice to the chorus whether the result is
harmony or dissonance, the worldsong is a colortésge without the difference which
distinguish us, and it is that difference whichwlddoe celebrated not condemned. should
any part of my music offend you, please do noedjasir ears to it. just take what you can
use and go on.
---Ani DiFranco?

generally my generation
wouldn't be caught dead working for the man
and generally i agree with them
trouble is you gotta have yourself an alternatenpla
---Ani DiFranco, “Not a Pretty Girl®

Examining Ani DiFranco’s work and life choices ralethat she inhabits an ability
that can be identified as ‘transversal power.’ Tigtwout her life she has continually
displayed a conscious resistance to the politicdlsocial climate of her location and
worked toward creating a space where she and atharfeely communicate art,
ideas and experiences. By doing so, she has takémp particular branch of
American nonconformity and the ongoing the thirdrezéeminist battle of changing
the pervading discriminative and limiting attitudesvard individuals who do not fit
into the mold of ordained social models. This tasise is perhaps especially apparent
in when looking at how DiFranco has dealt with wogkwithin the music industry,

an industry that is, as industries mostly are,reédd with people whose main interest
is to make money. The art of making music has Ipegin the backseat and made to
ride along as a mere passenger on the freewa aaghitalist market, reduced to
merely one of several components of a product sunftén less important than those
of image, marketing and salability. It is therefpaaticularly refreshing to observe the

work of an artist such as DiFranco who has contisorejected offers from major

2 Liner notes irAni DiFranco
® Not a Pretty Girl1995



corporate labels and chosen to stick with the labelstarted at the beginning of her
career in order to secure her independence amsti@fteedom. It is also refreshing to
see that she has stuck to her initial approach welkpanding her company by
providing an independent label for artists who dede in charge of their own

artistic expression. DiFranco’s choice of stayindggpendent and inviting others to do
the same reflects what can be identified as a cams@ct of nonconformity. This
nonconformity is not only refreshing but also imjaoit and inspiring when dealing
with a world where multinational entertainment clomgerates seem to be taking over
and create homogeneity.

Nonconformity is a term that is mostly thought atlaapplied in connection to
1950s America, but the basic core of the term rotaconform to generally accepted
patterns of behavior or thought — has in fact g loistory in the U.S., going back to
when the country was formed, and is still relevadfy in the America’s political and
cultural climate? The Founding Fathers of the USA displayed nonaonity toward
the political authority of Britain when they wantedbreak away from its rule.
Breaking away from it meant that they would be orager be controlled by a
government where they were not represented andutdifree them from
participating in the wars of the old world; theywl@ not have to fight on behalf of
some proud European ruler who was bound by anl@erstand practices and whom
they did not agree with. Their founding idea of @enacy was so strong that they saw
it as both a right and a duty of the people to thwew any ruler who acted in self
interest rather than in the best interest of thapfee As the Declaration of

Independence from 1776 clearly states:

... whenever any Form of Government becomes deisteuaf these ends
[Life, Liberty and the pursuit of Happiness], ittiee Right of the People to

“ Collins English Dictionary2003



alter or abolish it, and to institute a new Goveenilaying its foundation on
such principles and organizing its power in suagimfcas to them shall seem
most likely to effect their Safety and Happinesst is their right, it is their
duty, to throw off such Government, and to prowigev Guards for their
future Security” (“The Declaration of Independenddie Essential America
A25)

More importantly, they knew that this would be arkvn-progress, and, as Mark

Kurlansky writes:

... they knew that they and their work were flawdefferson, too, believed in
the perfectability [sic] of humans, or at least ey would steadily grow
wiser, and wrote that the Constitution should lveriteen in every generation
to avoid having society “remain under the reginwrtheir barbarous
ancestors. (2007 83-4)

Thomas Jefferson, one of the men who signed thé&Eion, encouraged the people
of America to fight the government whenever it dat work in the best interest of the
people. It is perhaps partly because of Jeffersanthe history of the people’s
participation for the betterment of U.S. politissas long as the history of the country
itself. DiFranco

The nonconformity DiFranco displays is apparenhbother choices in life as
well as in her lyrics. Her particular tools, theepry and music she records and
performs on stage, as well as her choices in féd@med in her particular subjective
territory. However, by applying what seems to bénduerent ability of transversity
because of the nature of who she is and her cdnsiaring from location to location,
she transgresses the boundaries of the celluldwogher location and can apply these
tools to comment on and make an impact on theddogation she finds herself in as
well as to encourage others to do the same. DiBisehoice of staying independent
and inviting others to do the same can also be flacted in what | have chosen to
call the idea of an extended democracy. This isl@a that the concept of democracy

can be extended beyond the political aspect otefgoto include the social aspect.



Politically, democracy entails both the right andydof a member of society to be
political aware and participate in elections; teadiss political issues with the
understanding that it be done in a ‘civilized’ wag, that one should have the right to
express one’s opinions, but that it is also a dotgspect the opinion of others, in
order to discuss and come to an agreement. Thadederersion of democracy
includes the social aspect: that within a societitiaen should have the right to
express him or herself and have the opportunibetawho they are,’ but it also
includes the duty to respect others for their esgimns and experience of ‘wkirey
are.” Staying independent in terms of not confoigrim generally accepted ideas of
how social structures should operate while accgphat other individuals have their
own ideas of how society should function is an agrent that is inherently
democratic and induces respect between individulatswould otherwise not accept
difference.

In an interview at Flynn Theatre, DiFranco makgska about the fact that
people insist on standing while she does her shaying that they should sit down.
When she notices that some people are still stgndhe jokingly starts ranting and to
imitate them. The rant ends with the word ‘demogrf&y doing so, she draws a line
from their choice to stand - deciding for themsslaad ‘being themselves’ — to the
concept of this extended version of democracy rdreiho you are and doing what

you want as long as you respect the space of othgishe sings in “Born a Lion™:

i'm not hurting anyone
i'm just telling my truth

why we all gotta look

why we all gotta act the same
i say if you're born a lion
don't bother trying to act tame

'.[.Hey should try living

® Interview at Flynn Theatre. Burligton, VT. 11.3004.



by my rules for a day
nobody would die

there'd be lots of stuff to say
(Puddle Divel993)

Nonconformity in this sense becomes part of anneldd version of democracy — a
new form of conformity which includes the all thariety and diversity of the society,
and more importantly respect for this variety anctisbity.

In order to try to understand the work of an aritss important to try to
identify the underlying and surrounding factors evhconstitute the history of the
artist’s art. To list all the factors might be ardéess task, so in the case of Ani
DiFranco | have chosen to focus on how and whesgecah be situated in the context
of American nonconformity, third wave feminism addas around sexuality, and
how her work can be read as constituted by anditainge of the element of
transversity.

The first chapter of the thesis presents a shdlinewf the particular branch
of American nonconformity where | suggest DiFrabetongs, comparing her work
to a selection of important persons of its histagmely Ralph Waldo Emerson, Walt
Whitman, Allen Ginsberg, and Bob Dylan. Utah Ppdlis added as a present-day
comparison and source of influence because of Ddéra musical collaboration with
him. This continuum serves to illustrate that thee particular aspects to
nonconformity that hold particular importance g of a society. However
marginal nonconformers are and have been, theythavability to shift mainstream
perception and open up a space of expression eutsedsocially accepted
metanarratives.

The second chapter provides a brief descriptiahiod wave feminism and
ideas around sexuality including identification dhd effects of these ideas in

DiFranco’s work. This chapter focuses on how stedaned a continually evolving



third wave feminist perspective and an in-betwdssexual consciousness’ through
her experiences, which has colored her subjectivédry and shaped her perspective
and resistance. Feminist thinking, theoretical medhodical strategies, as well as
discussions around hegemonic heterosexual and mamalsreign induce individuals
to step outside their own comfortable zones anid sfigces of marginality, as well as
invite to the erasing of limiting boundaries. Batird wave feminism and bisexual
consciousness operate in the in-between of twoase thegemonic spaces. Especially
idea of storytelling within the third wave invitdgalogue between individuals of
different locations and situations, and the in-lesw consciousness of the bisexual
invites dialogue between the various sexes — afiqural ground and with equal
fortitude.

Dialogue between different by equally situated widlials and groups of
individuals has the element of transversity, atiedty new term which is the focus of
the final chapter. The chapter presents why iigdrtant for individuals to
acknowledge that they exist and experience witlparéicular subjective territory
within a larger geographical and temporal locatibims territory can be traversed by
the use of ‘transversal power.’ The chapter prestrd idea that it is possible to detect
elements of transversity in DiFranco’s work and tha work of DiFranco contributes
to the concept. Transversity is also relevantlieraforementioned idea of an

extended democracy as it creates a space forahftféut equal voices to be heard.

Short Biography of Ani DiFranco:

i make such a good statistic someone should
study me now
somebody's got to be interested in how i feel



just because i'm here and i'm real
-- Ani DiFranco, “Fire Door’

Ani DiFranco was born Angela Marie DiFranco in Bldf, N.Y. on September 23,
1970 to an American Jewish mother and an ItaliareAcan father. She began her
career at the age of nine when her guitar teathiehael Meldrum, organized a gig
for her at a local coffee house where she perforanget of Beatles covers. During
her high-school years she studied dance, begaarit pnd wrote poems that later
turned into songs. When she was fifteen she didbhes parents and left home
because she felt alienated by her crumbling fastitycture. She went to live with
friends and was making rounds at the Buffalo fdlkaccircuit. In the early nineties
she relocated to New York City for a short whikkihg classes in poetry and politics
at New School, but her real education happenetd@ndad driving from gig to gig.
In the short text “Ani and Sekou Sundiata in Cosaéion” fromVersesa poetry
book published in 2007, she admits to being a pbdithe Old Left, as she spent
most of her formative years at folk festivals, conmity halls, coffee houses, and
political demonstrations where she learned aboutrea’s radical continuum from
those who were still living it. While traveling anod America playing her songs,
DiFranco learned about the various and diversei@stthat the country inhabits. She
was already an experienced performer when she &mlhdr own record company,
Righteous Babe Records, in 1989, and had writtem asnundred songs. The demo
cassette she had made 500 copies of to sell ahgjgisappeared quickly, so 1990
saw the first release of DiFranco’s eponymous albuarher own label. In “Ani
DiFranco and Sekou Sundiata in Conversation” sipda@s how the name of the

record company came about:

® Ani DiFranco1990



The name “righteous babe” came from an ongoing kereen me and my best
friend in high school. We thought the constantaaling of men funny, as we moved
through the streets as young women. “Hey baby! abyBWanna ride with me?
What's your name babe?” So we appropriated the ‘tbaine,” and started calling it
to each other. It was a wholly intuitive form offsempowerment, similar to the
modern young black man calling his pals his “nigg@ke “righteous” part came
shortly thereafter as a way, | think, of expresshg a young woman can be alive
and sexual, but also self-possessed and strongarifieial dichotomy between the
stereotypes of the humorless, un-sexy feministtaedboy-toy girlie girl struck me as
bullshit. | guess it is fair to say that the rectign of the righteous babe in me was
my invocation into a world of political resistanisased in body, breath, and
consciousness.

(Verses2007 94)

Since then, “The Little Folksinger,” as she is kmoww describe herself, has continued
to release an average of one album per year, viitthis date consists of seventeen
studio albums, in addition to EPs, live albumsfitadl bootlegs”, DVDs, poetry
books, and scores books. She has collaboratedthién musicians as diverse as
Prince, Maceo Parker and Utah Phillips, providedatesn to films, and lent her
songs to numerous compilation albums. Furtherntaerecord company has now
expanded to provide opportunities for artists, sagnais Mitchell, Bitch and
Animal, Sekou Sundiata and Hamell On Trial, to nanfew, to be able to create and
release music without having to be under the sugiervof and controlled by the
mainstream record industry.

Besides this, she can be described as a 5 footr#azan warrior”, tattooed
and pierced, with forever changing hair-stylesfqaening percussive finger-picking
with fake nails that are attached with super-gluasostick-on’s and secured with
electrical tape; giggling and girly one moment tisenious and political the next; a
feminist and an activist; seemingly unabashedlyelsbm her lyrics; sexually fluid; a
poet; a painter; pro-choice; and also very recemtiyother. She has been named one
of the top twenty-five most influential artist dfe past twenty-five years [§§MJ

New Musidalongside Nirvana and U2) and one of the top tyveme feminists of the



twenty-first century bys. MagazineShe is a singer/songwriter/guitarist who is hard
to put in any musical category as she is foreveivng — it has been suggested that
the closest might be “folk/punk” as it is guitarddgric driven music, which aligns

with the folk-music tradition, that is at times apdl with the seemingly uncensored
rawness of punk. The lyrics to her songs are mangas to poems than those of most
of her contemporary musicians, both in form andeoi This comes to show

visually as they are usually written in long skirsgfumns in the sleeves of her CDs,
are often looser in composition than the usual $gncs and do not always have end
rhymes. She also has the ability to create poigmetaphors and her songs deals with
a wide ranger of topics, from unrequited love aifficdlt relationships to political

and feminist issues. She performs the lyrics bethangs and as spoken-word, both
live on-stage and on her albums.

Throughout her career, DiFranco has shared, viadly candidly, from her
experiences and it is possible to detect an ewglpiocess both for the understanding
of herself as an individual as well as the sodikeaf she lives in. The combination of
her work and the nonconformist choices she has rdaghout her life shows how
it is possible for a person to live ‘on the fringé’the American society’s
expectations, whilst maintaining a healthy conmectd a society that one might not
agree with but nevertheless is a part of. This toehow in her rejection of major
record companies and providing new and interestiok spaces for her home town,
Buffalo — which was one of thousands of industriotigs that did not benefit from
the promised ‘tickle down’ economy. What DiFrandgsptays is an ability to apply
nonconformist actions to better one’'s own commun¥yile sharing her thoughts and

experiences as inspiration for others. This, ashatl see, has a long tradition.
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CHAPTER ONE

Ani DiFranco in Context:
The Continuum of American Nonconformity

THE INTERVIEW
how can one speak on
the role of politics in art
when art is
activism?
and anyway
both are just a lifelong light
shining through a swinging prism.
-- Ani DiFranco, “The Interview”
we have to be able to criticize
what we love
say what we have to say
‘cause if you're not trying to make something Ibette
then as far as i can tell

you are just in the way
--Ani DiFranco, “What if No One’s Watching”

The United States of America that we find Ani Dikca in today is a nation with a
relatively short yet voluminous and explosive higtdt is nation marked by a rapid
creation and with a history that encompasses cabgoranifest destiny, slavery,
liberty, wars, persecution, struggles for equahtsgand civil rights, resistance to
conformity and ideas of individuality. It is a palyromous nation with a variety of
immigrants who brought with them their particulaitares and sets of ideologies,
who all struggled to find a new beginning, and wbwk part in creating and defining
a nation in what they saw as ‘the land of oppotiuirit is a nation that in itself is
nonconformist, which, from the nation’s very begimg) was populated by a parallel

existence of conformers and nonconformers. It &sjiibe to suggest that the very act

"Verses2007 89
8 Imperfectly1992
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of traveling to and settling in a new land was anad nonconformity, in rejecting

their home-countries and the ways of ‘the old woB also was the American
Revolution, the act of breaking away from the mil@ritain in order to create the
United States. It is a nation that is still tryitogcreate and define itself as the world is
becoming more and more globalized - trying to @eatd perpetuate conformity
while simultaneously creating nonconformity, andahh throughout its recorded and
un-recorded history as well as today, consistsaafraplex mix of individuals and
communities. In such a mix, the emergence of atéras to mainstream culture is
inevitable.

Among those who oppose the mainstream and attengairve their own
identity from the bedrock of the American societg those who live in the literary
and artistic shades. Through their arts they esmhkses of reality as they see it and
apply their particular experience and subjective@egtion to comment on different
aspects of the society they live in as well as rdomting to its continued
development. Their individual works show the mullié of ideas and the continuous
struggle to define themselves and the world ardbath that come together as a
whole in the American literary and artistic histoapd in their attempts they partake

in unveiling a complex, fluid world.

12



The continuum that | am placing Ani DiFranco indnercludes individuals
from various walks of life, whose lives and worke aignificant parts of the ‘lifelong
light’ that shines through the ‘swinging prism’tohe and perception, and who, each
in their own individual way, criticize what thatey love in an attempt to make it
better. There is not sufficient space to desciigecontinuum in detail on these pages,
yet, by highlighting a few examples of individualsd their work, |1 hope to provide a
general understanding of the continuum and sontieeoikey concepts in this

continuum which | am referring to.

1. 1. Planting the Seeds for Change: Ralph Waldo &son and Walt Whitman

i love my country
by which i mean i am indebted joyfully
to all the people throughout its history
who have fought the government to make right
where so many cunning sons and daughters
our foremothers and forefathers
came singing through slaughter
came through hell and high water
so that we could stand here
and behold breathlessly the sight
how a raging river of tears
cut a grand canyon of light
--Ani DiFranco, “Grand Canyon”

Within the struggle to define a nation, there Hae &een the task of defining a
literature that is distinctly American. Previousie 19th century New England
Transcendentalists, American literature consistedtiy of religious sermons,
political speeches and of literature otherwise hgavfluenced by or strongly
connected to ‘the old world.’ It could thereforet he described as distinctly

American. As one of the founders of TranscendesttglRalph Waldo Emerson

°® Educated Gues2004
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advocated for self-reliance and nonconformity whigpired contemporary writers
of his time such as Henry David Thoreau, Emily islon, Margaret Fuller and Walt
Whitman. He encouraged his readers and audiencegaod nature as the realm of
truths as well as the realm of inspiration for goét “The Poet” (1844), Emerson,
who was a poet himself as well as a lecturer ardyést, sought poets who would
take the experiences of the American soil as aslfastheir works: “America is a
poem in our eyes; its ample geography dazzlestiagination, and it will not wait
long for metres” lorton Anthology of Theory and Criticisn37). Indeed, it did not
have to wait long, as exemplified by Walt WhitmarilB55 when his first version of
Leaves of Grasappeared. Whitman himself seems to agree with &onehat
America was like a great poem. In its preface, hiees. “The Americans of all
nations at any time upon the earth have probalelyutest poetical nature. The
United States themselves are essentially the gitgadems” Norton Anthology of
American Literature: Volume €1). Thus, it was through the inspiration and the
describing their experience of thatureof their country that Americans would be
able to create their very own poetry. Nature harelze understood as both ‘the
natural world,’ the vast and varied landscape aedulti-cultural background of the
people, as well as ‘the character’ of the couriltrg,founding ideas and concepts that
constituted it, such as ‘manifest destiny,” aneéefom.’

Throughout his whole career, it seems, Whitmamgited to find his place in
the American society. His list of employment inasdositions as varied as teacher,
editor of various newspapers and magazines, galiticarpenter and hospital
attendant. In the late 1840s, he was fired as aordcbm bothAurora, which
publicly charged him with laziness, and then Eagle on the grounds that he had

become a Free-Soiler. Self-taught, he studied m@tng and became something of an

14



expert on Egyptology through trips to the Egypfidimseum on Broadway where he
had talks with its proprietor. He also developditiag for seemingly purposeless
walks around the cities he lived in - gatheringetbe experiences that made their way
into the poem that would define his career. Whitihaonems in general were
regarded as rough and unconventional, tiradic atttbwt a set metric, rhymes or
rhythm. It is possible, however, to detect intemgimes and rhythms. Additionally,
some of his poems, most notably “Live Oak, with Blod.860), include descriptions
of homosexual love, for which he had to suffer magtique. However, he eventually
gained the respect he sought when he acquiredithegation of Lord Alfred

Tennyson and other famous British writers. Theiseaif Leaves of Grasthat would
eventually become “Song of Myself’ as part of thef revision in 1881, comes
across as a celebration of a country that is nchk@eautiful, yet not without danger,
sorrow and cruelty; a place where women and mexl ofices and cultures would
melt together - a complex source of natural antindity American experiences.
Whitman connects with nature as well as the Amesaaety and its inhabitants when
he begins the poem: “I celebrate myself, and siggetfi/ And what | assume you
shall assume, / For every atom belonging to meoad gelongs to you™Norton

122). Throughout the poem he describes himselicdustry and how he is a part of
it: the country and everything in it as a part whlas much as he is part of it, as he

exemplifies in section 16:

| am of old and young, of the foolish as much a&swise,

Regardless of others, ever regardful of others,

Maternal as well as paternal, a child as well ama,

Stuff’d with the stuff that is coarse, and stuffiith the stuff that is fine,
One of the Nation of many nations, the smallesstrae and the largest the
same,

A learner with the simplest, a teacher of the thntfudest,

A novice beginning experient of myriads of seasons,
Of every hue and caste am |, of every rank andiosli

15



A farmer, mechanic, artist, gentleman, sailor, guak
Prisoner, fancy-man, rowdy, lawyer, physician, gtrie

| resist any thing better than my own diversity,
Breathe the air but leave plenty after me,

And am not stuck up, and am in my place.
(Norton133-134)

What Whitman exhibits here is the awareness oflihersity and complexity of his
country, and he seeks to encompass all of it agadaaind therefore good. He also
exhibits an understanding of himself as a diverska@amplex being, as someone who

cannot easily be categorized:

Do I contradict myself?

Very well then | contradict myself,
(I am large, | contain multitudes.)
(Norton 165)

While Whitman’s “Song of Myself’ is an epic poenattprovides a very detailed
description of America from the perspective of ate/imiddle-class man during the
nineteenth century, a look at one of Ani DiFranocems shows a slightly different
view of America, obviously a more recent perspectnd also one which might be
identified as more feminine. However, what arekstg are the similarities between
Whitman’s poem and DiFranco’s poems, written almiégl years later, in that they
both celebrate America. For instance, “Grand Cahyaducated Gues2004) is a
poem that touches upon several subjects, mostlgdtaid wave feminism. Yet, the
core of the poem renders a sense of pride of limregcountry which, like a child,
was “born of the greatest pain / into a grand carofdight,” of which she can boast:
“i mean, look around / we have this.” In additi@Franco hints to how her country
includes every imaginable identities, but unlikeithian, she does not list all of
them; rather, she points to her ‘foremothers’ dncefathers’ who came before her: “i

mean, no song has gone unsung here.” Also, rdtherlisting everything that is,
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DiFranco points to the ones who created everytthagis — the founders of the
country - and tries to listen to ‘the sound’ of Amca:

in the american intersection

where black crashed head on with white
comes a melody

comes a rhythm

a particular resonance

that is us and only us

What she hears is the creation of America rathean &merica as simply an
occurrence, focusing on those who actively cretitechation rather than describing a
passive listing of American elements. Rather tlo@miifyingasAmerica, like
Whitman does, DiFranco places herself as an indalidlentityin American. She
does not only celebrate the importance of the wieds, but also the importance of
the difference of the components that came to éevtipleness. DiFranco has the
privilege of hindsight and she does not have taeamherself with defining
something that is distinctly American. Instead, she look back at how America got
to have its ‘particular resonance.’ Recognizing faerica is connected because it is
made of the same ‘stuff,’ she also recognizestthatstuff’ is put together in a
variety of ways, which should also be celebrateathBr than identifying herself as
the same as all that is and everyone that is, Dderaoices gratitude towards what
those who came before her have achieved, who vikeeetht than she is, yet whose
coming together created the country she loves dadé/hitman is one of those
forefathers that she is able to thank for this ttoea

Perhaps “Song of Myself” was an expression of rexpean attempt to gain
understanding, written by an individual who did seem to find an existing place
waiting for him in the mainstream of the Americamigty at his time. Whitman’s
homosexuality certainly placed him on the outskiftsociety and, because of their

unconventional form and content, so did his poétiiswork inspired other
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‘outsiders’ of his time and later times, especifdiyone specific member of the Beat

generation who emerged in the middle of the follaywentury.

1. 2. Beat but Not Broken: The Beat Generation aAtien Ginsberg

more and more there is this animal
looking out through my eyes
at all the traffic on the road to nowhere
at all the shiny stuff around to buy
at all the wires in the air
at all the people shopping
for the same blank stare
at america the drastic
that isolated geographic
that's become infested with millionaires
--Ani DiFranco, “Animal”*°

Where Whitman seemed to celebrate and expressfoopis country, and for himself
as a valuable part of it, the Beat generation pdiatdifferent picture of America.
This generation, which was more of a small, loos@lted circle of friends with
similar perception of society rather than a whaeeyation, appeared in the 1950s. It
was a group that experienced the American post-W8dkilety as a place that made a
preference of the white middle- and upper-clasze#hese were the classes that
experienced a sharp rise in economy and that quartdke in an increasingly
obsessive consumerism that would make the countnegzroll forward. Advertising
played a huge role in creating an image for the Acaa 1950s, as it painted a
picture-perfect suburban life of compliance andaquerfection with everything
consumer-goods could offer: the hallmark of thes98omestic scene was the

nuclear family where the women were homemakerschiid-rearers who bought all

1 Educated Gues2004
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the new house appliances that came on the maricttha men as breadwinners who
had respectable and well-earning careers.

The Beat generation, however, represented sentntiesut were boiling under
the surface and that would loom into the largeugrof countercultures the following
decade. These sentiments were the growing attetttisocial and political issues that
seemed to have been blurred by the post-WWI and MéWture, and which Allen
Ginsberg explosively expressed with “Howl,” firgindered at the infamous Six
Gallery reading in 1955, and then in “America” @it the following year. The Beat
generation consisted mostly of men from middleskasnilies, which, besides
Ginsberg, included Jack Kerouac, William Burrougdrs] Michael McClure, but also
a few nearly-forgotten women, such as Diane di Rriglise Cowen, Hettie Jones and
ruth weiss. Women who showed resistance to confgrimat time, which basically
meant not doing what was expected of them - comglwith the hallmark - were
often regarded as mentally ill and put into insitns.

In her autobiographical novélhe Bell Jar(1963), Sylvia Plath describes her
experiences as a ‘girl interrupted’ in the 1950athPwas not part of the Beat
generation, yet her novel, as well as the progoessi her life, tells a tragic ‘in-
between’ story of the 1950s American society wkeeyeung woman seemingly
manages to overcome her resistance to conformhgiryouth, just to end up battling
her inner demons in a cold apartment in London J&ty alone with her two children
- the setting where she takes her own life. Ongqudar part of the novel epitomizes
what seems to have been what pushed her close tmge as a young woman and

perhaps hunted her later in life:

| saw my life branching out before me like thetfige in the story.
From the tip of every branch, like a fat purple figwonderful future
beckoned and winked. One fig was a husband ang@yhHsme and
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children, and another fig was a famous poet anthandig was a brilliant
professor, and another fig was Ee Gee, the amaziitgr, and another fig
was Europe and Africa and South America, and anditnevas Constantin
and Socrates and Atilla and a pack of other lowgils queer names and
offbeat professions, and another fig was an Olyrgalg crew champion,
and beyond and above these were many more figddro quite make out.
| saw myself sitting in the crotch of this fig trestarving to death,
just because | couldn’t make my mind up which effilys | would choose. |
wanted each and every one of them, but choosingnaaat losing all the
rest, and, as | sat there, unable to decide, ¢isebiegan to wrinkle and go
black, and, one by one, they plopped to the graimdy feet. (1966 73)

In real life, Plath managed to get a hold of twdhafse figs; however, both of them
seem to have been bruised. She married and hatterhivith the poet Ted Hughes,
but her marriage was not a happy one, and herrcasee poet was overshadowed by
the same man she had married. It seems that matiteg to live a life in compliance
with society’s rules, which in theory should havada her happy, Plath made herself
more unhappy and, furthermore, self-destructive,. &een if she had stayed resistant
in her youth, she may not have been able to edbapmental institution. In Plath’s
case, it seems, there were no options that come saved her.

Among the Beats, however, there were women who gexhto stay resistant
and who did not let the threat of institutions sctrem from living their lives the way
they wanted. Together with the men of the Beat gdios, they were a group of
individuals who felt disillusioned by what socidtgd to offer and attempted to detach
themselves from it by pursuing a life that was tied down by conformity. That life
involved freedom on every level, including sexuakidom, which was of particular
interest to Ginsberg and Burroughs, and a lifengflanned experiences, as vividly
depicted in Kerouac's infamo@n the Road1957).

One can only speculate where DiFranco would hade@np if she had been
born around the time of this generation: whetherseemingly rebellious and

nonconformist tendencies growing up would have eeed her a ‘girl interrupted’ or
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on the road with the Beats. It is likely that Difca’s decision to divorce her parents
at the age of 15 would have sparked more reaatidime 1950s than it did in the
1980s. So also would her songs about same-sexienpes in the folk-club circuit
when she was 1&ince the 1950s, the American society has become atceptant
of the individualism that the Beats were chasimgfact it has begun to cherish it, as
individualism and the diversity that comes alonghvii has proven to be good for the
American economy, and, as the slogan goes, ‘wtgasl for the economy is good
for the country.** Similar to the Beats, DiFranco’s travels have miheé way into
her writing, but they differ in that they seem #vk been with more ease and less
danger than they perhaps would have been in th@sl1®% addition, her constant
traveling seems to have more purpose than the ardess unplanned travels of the
Beats. Touring the country is how DiFranco doesjbierwhere she performs her
songs, and it is how she gets inspiration for yhied to her songs. In “God’s

Country” (Puddle Dive, 1993) she sings:

guess i came out here to see some stuff for myself
i mean why leave the telling up to everybody else
this may be god's country but this is my country to
move over mr. holiness let the little people thru

Here, traveling is a way of placing herself ‘ougr in the vast and diverse country
that is the United States, both as an outsidemambserver of the country, but also
as an individual who can claim it as her own. lghtihave been defined as ‘god’s

country’ by America’s forefathers, a reverberatibrough America’s history since the

" Even though the idea of individualism is, and &lagys been, part of the foundation of the
American understanding of itself - the hopes oéfi@m and independence brought over by the first
arrivers - new forms of individualism have not ajswdeen as readily accepted as they (mostly) are
today. It might be suggested that it is possibleaoe one of the elements which enabled that ehang
the free-market capitalists who realized that tlvems money to be made from the idea of individyalit
that individuals want to stand out (or at leastkep with ‘the Jones’s’), and to do this they need
accessibility of diversity and variety, and the mdiversity and variety businesses can provide the
more profit it is possible for them to make. Segejdn Heath and Andrew Pottefse Rebel Sell: How
Counterculture Became Consumer Cult(2805) for more on how most countercultural astiviis
counterproductive in a capitalist society.
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idea of ‘manifest destiny’ and other religious ctsabut DiFranco’s travels provide
her with experience and therefore the ability defirfor herself.

The writing of the Beats is characterized by a serisseemingly uninhibited
and impulsive writing, yet its composition is siarito Whitman’s in some respects.
For instance, Ginsberg’s poetry, like that of Wlatris, is without a set metric,
rhymes or rhythm, yet with internal rhymes and himyt The tiradic nature of the
work of both writers renders a sense of urgen@nmmompass a multitude of
sentiments, and where Whitman is expressing joycatebration of being part of a
whole, Ginsberg uses this tiradic form to exprefeshier, dirtier, and a less idealistic
version of America.

In “A Supermarket in California” (1955), Ginsbeigks himself to Whitman
by dedicating a whole a poem to him, making clbaribfluence Whitman has had on
him. By applying the loose poetic form that is danto that of Whitman, he thus
places himself firmly in the continuum of a certbianch of American poetic
tradition. He also makes clear the close persdfialtg he feels with Whitman,
viewing himself in a similar situation: “Will we rstll dreaming of the lost America of
love past blue automobiles in driveways, home tosdant cottage?” while

recognizing that he belongs to a different genenati

Ah, dear father, graybeard, lonely old couragettegavhat America
did you have when Charon quit poling his ferry gond got out on a smoking
bank and stood watching the boat disappear onl#iok vater of Lethe? (30)

The America that Whitman had had was certainlyedéfht from the one Ginsberg
had, and in “Howl,” there is a vast gap betweenidieal America and its inhabitants,
which Ginsberg seemed saddened by: “I saw thembiests of my generation
destroyed by madness, starving hysterical nakéidgging themselves through the

negro streets at dawn looking for an angry fix"§29®). The poem is marked by how
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most of the lines in the first part begins with twho,’ identified in the first lines,
followed by a variety of active and passive actjaush as “bared their brains,”

“were expelled from the academics,” “chained thdweseto subways,” and
“vanished into nowhere.” The various actions shbe/multitude of the American
inhabitants who, according to the first lines, haeen destroyed — the America that
Ginsberg was experiencing was nothing like thediféhe picture perfect ‘white-
picket-fences’ suburban dream of the 1950s. Gimgstiedicated “Howl” to his lover,
Carl Solomon, and incorporated him into the poeaf, ‘Carl, while you are not safe,
| am not safe, and now you're really in the totaihaal soup of time —" (19). The
bond between the two is apparent, and if Carhishe animal soup of time,’ so is
Ginsberg. The ‘soup’ may be read as the messy nalion of the characteristics and
regulation that humans attribute and apply to tledwes as civilized animals: the
laws, rules, hierarchies and ‘truths;’ the orgaticraand the categorization of things —
all of which changes and blends over time. It issyeas it makes it more and more
difficult, and perhaps futile, to universally drgguish the concepts ‘good’ from ‘bad,’
‘right’ from ‘wrong’ and ‘truth’ from ‘lies.’

Ginsberg strips everything down, deconstructs wieatees by describing it, then

reconstructs a world of human expression thatsis fgid and that accepts that it is

flawed:

to recreate the syntax and measure of poor huntese @nd stand
before you speechless and intelligent and shaking

with shame, rejecting yet confessing out the smaloinform to the
rhythm of thought in his naked and endless heapl (20

In Ginsberg’s reconstruction, all human expressiorduding those seldom heard,
can be found as wordless metaphors in the musicadterpart to Beat poetry of the

time, namely bebop jazz. Bebop operated with squmatswvords, and it seems like
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what Ginsberg hears in bebop manages to describehehcannot find words for.

These sounds are like ‘cries’ and function almssa @rimal language of its own:

the madman bum and angel beat in Time, unknowrputtihg down
here what might be left to say in time come afesatH,

and rose reincarnated in the ghostly clothes af ijathe goldhorn
shadow of the band and blew the suffering of

America’s naked mind for love into an eli eli lamiaama
sabacthani saxophone cry that shivered the citesdo the last radio

with the absolute heart of the poem of life buteldenut of their
bodies good to eat a thousand years. (20)

Similar to Emerson and Whitman, Ginsberg saw paaetAmerica and American life,
yet he could not let go of his disillusionment.“America” he clearly felt connection
with his country, but the vastness and complexitly and the wrongdoings of its
government seems to render him with a sense afngisezerment: “America, | have
given you all and now | am nothing./ ... / Your mery is too much forme /... /It
occurs to me that | am America. / | am talking tgself again.” (39-41). Still, with
the statement: “America I'm putting my queer sheultb the wheel” (43) he shows
that he inhabits a resistance to his disillusionimiat he still hold hopes for change
and that he himself can be part of that changeoplyang his ‘queer shoulder’ — his
individual identity as a white homosexual Buddimshconformist man — to help push
the American society toward changing its overargmretanarratives and to accept
diverse individuals as equally valuable.

Disillusionment is also evident in many of DiFraischyrics, she even
proclaims “i have earned by disillusionment / i edeen working all of my life / and
i am a patriot / i have been fighting the good figAs much as DiFranco loves her
country, there are forces at work that seem to rhakeswing between despair and

hope. The former is very visible in “Serpentin&volve2003).

and i must admit
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today my inner pessimist

seems to have got the best of me

we start out sugared up on kool-aid and manifestirde
and we memorize all the president's names

like little trained monkeys

and then we're spit into the world

S0 many spinny-eyed t.v. junkies

incapable of unraveling the military industrial resy
preemptively pacified with history book history
and i've been around the world now

and i can see this about america

the mind control is steep here, man

the myopia is deep here

With these lines, DiFranco admits that at times‘ineler pessimist’ wins her over and
she would rather stay at home and not have tovdgaloverwhelming mission it
would be to repair the damage ‘mind control’ angdpia’ has made in and done to
her country. Not only has DiFranco traveled arobhadown country, she has also
‘been around the world now,” and her disillusiontng&nout America seems to have
been confirmed by what she experienced and leavhédd she was abroad.

Yet, DiFranco is a patriot; she loves her countrgl & grateful for what her
ancestors have done for the betterment of her ppuBtie merely carries out her right
and her duty to criticize what she loves, as we 3efferson insisted a good citizen
should to. In the choruses of “AnimaE¢ducated Gues2004) and “Garden of
Simple” (Revelling/Reckoning001), she renders hope of the ability for hemtguto

change. The former speaks of extending our focyserzkour ordinary perspective.

when you grow up surrounded
by willful ignorance

you have to believe

mercy has its own country
and that it's round and borderless
and then you just grow wings
and rise above it all

like there

where that hawk is circling
above that strip mall
(“Animal”)
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DiFranco’s disillusionment in “Animal” can be seas a result of the culmination of
what her ‘inner animal’ identifies as the tendehaynans have of excessive
consumption, false justifications for doing so, dimel apparently willful ignorance of
the harm it is doing - pointing to the willingndasmans have to become ‘little trained
monkeys’ who have been ‘preemptively pacified kstdny book history,” as depicted
in “Serpentine” Evolve2003) Because we willingly subdue ourselves tdhapa
which entails doing as little as possible to leabout the world around us, we are also
willingly subduing ourselves to ignorance. Ignoramgain leads to a lack of ability to
assess our situation — our role in society and @society’s role in the world — and
therefore a lacking understanding of how we caa ilivharmony with nature and not
destroy that which is the very foundation of ouistence. While the verses of
“Animal” describe the follies of humans, the chorsisiopeful of the possibility of ‘a
country of mercy’ — of another way of living. lt@nwith: “then you have to grow
wings / and rise above it all / like there / whrat hawk is circling / above that strip
mall,” echoing the thought of having to look at thigger picture, as found in the first
verse of “Everest”Jp Up Up Up Up UAl999):

from the depth of the pacific

to the height of everest

and still the world is smoother

than a shiny ball bearing

so i take a few steps back

and put on a wider lens

and it changes your skin

your sex and what your wearing

distance shows your silhouette

to be a lot like mine

like a sphere is a sphere

and all of us here

have been here all the time
yeah, we've been here all the time
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In doing so, we can see that in “any eco-systearththere is harm there / and there
and there” (“Animal”) — that our world is an intemmection of such systems. It is
possible to compare this thought to Emerson, Whitarad the 19th century
Transcendentalist philosophers, who also dealt thighidea that everything is
connected and that nature is a source for knowledge

Believing that ‘mercy has its own country’ paradlelith imagining a ‘garden
of simple.” While the chorus of “Animal” offers hepn forms of how we can change
the world by imagining it different, the chorus“@arden of Simple” speaks of how it

is possible to free ourselves from the artific@es assigned to us by society.

we were standing in a garden

and i had a machine that made silence

it just sucked up the whole opinionated din
and there were no people on the payroll
and there were no monkeys on our backs
and i said, baby show me what you look like
without skin

but in the garden of simple

where all of us are nameless

you were never anything but beautiful to me
they never really owned you

you just carried them around you

and then one day you put 'em down

and found your hands were free

(“Garden of Simple”)

The ‘skin’ here does not necessarily mean the sélar of a person, but can be read
as a mask, a stereotype, or a repressive deferdenmsem of an individual, as in the
saying of being or acting ‘tough skinned.’ The idé¢deing ‘nameless’ can mean
freeing oneself from one’s birth-name, which migghtconstricting and stigmatizing

in itself, but also all the other names - the noamg adjectives - that a society creates
to define individuals: socially, psychologicallyitiin a workplace, in a public

setting, and so on. The ‘skin’ and the ‘name’ gieason, then, can be read as the role

which is assigned to an individual by a societyhar roles we assign to ourselves to
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adapt to a society. The ‘skins’ and ‘names’ aréieigl and not permanently fixed, so
it is possible to free oneself from these rolesdmking beyond them; by realizing
that “they never really owned you / you just cairibem around you.” This
realization comes when “one day you put ‘em downd found your hands were
free.” It then becomes possible for that individitatreate or define its own role — its
‘skin’ and ‘name’ — that is not as restrictive epressive.

Imagining a country of mercy or a garden of simipl® offer hope — that it is
possible to change your own surroundings, anditsiestep to make something come
into action or to make it real is to imagine it ahdn believe it. Ginsberg imagined a
world of human expression less rigid and more aogpf its flaws by recreating
“the syntax and measure of poor human prose” wivighld “stand before you
speechless and intelligent and shaking,” as ifribis realization was a rebirth.
DiFranco’s realization has perhaps a more matass, dramatic and of a more a-
matter-of-factly air to it, when she in “Subdivisio(Revelling/Reckoning001) asks:
“I'm wondering what it will take / for my countrg trise,” and suggests a plain, yet

effective plan: “first we admit our mistakes / ahén we open our eyes.”

1. 3. Like a Rolling Stone: The Role of Folk MusiBob Dylan and Woody Guthrie

people used to make records
as in a record of an event
the event of people
playing music in a room
now everything is cross-marketing
its about sunglasses and shoes
or guns and drugs
you choose
--Ani DiFranco, “My 1Q" *?

2puddle Divel993
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As America moved into the 1960s, resistance to sti@am culture started to
manifest itself in more concrete ways. The disaointeanifested by the
disillusionment and disempowerment that the Beaegaion had started to express
the decade before exploded into multiple countéuces, among them the civil rights
movement, which especially focused on the Africanekican rights; the human
rights movement, which included women'’s liberatigay rights and free speech; the
anti-war movement, which expressed opposition ¢outs. involvement in the
Vietnam war and military actions in other third-webcountries; in addition to other
socio-political issues, such as brinkmanship, pMétWeonformist lifestyle, and
conscription. The American 60s generation was @ l&ge and a very visible
nonconformist generation, and the most visible greere perhaps the so-called
“flower children,” who followed the mantra of Tintot Leary to ‘tune in, turn out,
drop out,” doing so by forming their own communestioe outskirts of society.

It was in this setting that a man by the name dféRbAllen Zimmerman
emerged, who after trying on several pseudonynikedein the now infamous Bob
Dylan. Dylan turned out to become one of the muaftiéntial folk-singers of his
time, with strong ties to his precursors of nonoomfers, which earns him a
substantial space in this continuum. Unlike higprsors in this continuum, Dylan
regarded himself first and foremost as a folk-singleich has its roots in oral
storytelling rather than written poetry. In 196&,¢ame to New York to meet his
greatest inspiration, namely Woody Guthrie. Guthribo by then had been
hospitalized with Huntington’s Chorea, had livetbtigh some of the most
significant historical movements and events of2@h century: the Great Depression,
when he saw the oil-infused economic rise andofidiis hometown Okemah,

Oklahoma; the Great Dust Storm, after which hegdithousand of desperate farmers
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and unemployed workers towards California in se&wchvork to support their
families, as vividly depicted in John Steinbeckrse Grapes of Wrattand WWII,
when he served both in the Merchant Marines andthsy. In addition, he
experienced the political upheavals resulting ftdmonism, the Communist Party
and the Cold War, and had been working againdRtéte Scare tactics, such as the
blacklisting of Leftist and progressive-minded Amcans. These movements and
events had been absorbed by Guthrie and releasedria of songs, ballads, prose,
poetry and paintings. Guthrie’s constant travetimgughout the American landscape
between the 1930s and the 1950s had allowed hgeedahe country through various
times and from various perspectives. His work hasdfore left us with a lasting and
important voice for the marginalized and oppresskd struggled during and through
these historical movements. His songs are ‘peopteigs,’ infused with Guthrie’s
deep and passionate belief in social, politicadl spiritual justice, and are important
contributions to American culture as well as impattinspiration for Dylan.

In 1973, Dylan was asked to write a brief note dranGuthrie had meant for
him, which resulted in the poem “Last Thoughts cmody Guthrie,” first released on
The Bootleg Series Volumes 1331991. The poem is written in a form that can
perhaps be called ‘folk-beat’ poetry, which showsvDylan saw Guthrie’s life as a
Beat-like continuous ‘hard travelin’ search’; “ldokfor somethin’ you ain’t quite
found yet.” All the way through the poem Dylan éderring to a ‘you,” which is
directed at Guthrie, but also most likely a genasa of the pronoun. This general use
produces a sense of community, of connection betwsgan and Guthrie, but also
with everyone else who have ever pondered the mganiilife and one’s own role in

the world:

And you say to yourself just what am | doing
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On this road I'm walking, on this trail I'm turning
On this curve I'm hanging, on this pathway I'm #ing
In the space I'm taking, in this air I'm inhaling

Am | mixed up too much, am | mixed up too hard
Why am | walking, where am | running

What am | saying, what am | knowing

On this guitar I'm playing, on this banjo I'm fraib
On this mandolin I'm strumming, in the song I'm giimg
In the tune I'm humming, in the words that I'm tkimg
In the words that I'm writing

In this ocean of hours I’'m all the time drinking

Who am | helping, what am | breaking

What am | giving, what am | taking

The search Dylan is describing is like that of ddietion, as if the ‘you’s’ search for

meaning is like that of a junkie’s search for tit@mate fix:

You need something to open up a new door

To show you something you've seen before

But overlooked a hundred times or more

You need something to open your eyes

You need something to make it known

That it's you and no one else that owns

That spot you're standing, that space you're gjttin
That the world ain’t got you beat

That it ain’t got you licked

It can’t get you crazy

No matter how many times might you get kicked

Where Ginsberg saw the best minds of his generatieaarch for ‘an angry fix,’
most likely in form of narcotics, the ultimate fiar the meaning-seeker in Dylan’s
poem can be found in science, represented hereshical science, or in religion - the

two major ‘provider’s of meaning’ of our time:

You can either go to the church of your choice

Or you can go to Brooklyn State Hospital

You'll find God in the church of your choice

You'll find Woody Guthrie in Brooklyn State Hospita
And though it's only my opinion

I might be right or wrong

You'll find them both

In the Grand Canyon

At sundown
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For Dylan, however, meaning, thus God and Gutkaems to be found by
experiencing and reveling in nature, representee by Grand Canyon at sundown,
which came before and will — hopefully — exist lenghan any scientific or religious
paradigm. Again, parallels can be drawn to the ght¢siof the 19th century
Transcendentalists that nature is the source ollauge and that the individual
person is a part of it.

Ginsberg’s thoughts on the fate of ‘the best mindisi generation and their
need for a ‘fix,” reverberates into DiFranco’s timed can be found in “Garden of

Simple” (Revelling/Reckoning001), where:

science chases money

and money chases its tail

and the best minds of my generation

can't make bail

but the bacteria are coming to take us down

that's my prediction

it's the answer to this culture

of the quick fix prescription
Where Ginsberg seemed to regard ‘the best mindssajeneration to be great
thinkers and possibly his artistic friends, DiFramescribes the best minds of her
generation as scientists who have fallen undespled of capitalism and arrived at a
place where the price of getting out is too highadldition, where Ginsberg’s ‘best
minds’ were looking for an ‘angry fix,” a desperated possibly illegal action,
DiFranco’s generation has created a whole arsdnigigal fixes’ available for the
whole American culture. These are legal becauseateofficially recommended and
prescribed, but the description of them as beingclgfixes’ points to how they are
made to, not fix the problems, but merely smoo#nttover for a short amount of

time. Thus, a ‘quick fix prescription’ is not antaal viable solution to any problem. It

echoes Ginsberg’s ‘fix,” in that it seemingly seaksescape — a numbing-of-the-
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senses — from real problems, not to find true nmegras in Dylan’s poem. Yet, it
echoes Dylan in that it seeks escape from the @nabkhrough science - or indeed
religion, if that is your drug of choice - which BiFranco’s lyrics is misguided
because it comes second to capitalism. Suggestatghiacteria are coming to take us
down’ can be read a warning to not overlook or dohay what are obvious, however
small, dangers to our continued survival and welfahere are no ‘quick fixes’in
dealing with these problems in the same way thetthare no ‘quick fixes’ in dealing
with bacteria, nor are they going to go away howewech we ignore them.

Dylan’s ability to write articulate and accessibtangs that contained
sentiments that the members of his audience perhepsunable to express
themselves, made him a somewhat reluctant spolssspef the American
countercultures at the time. The filldo Direction Homg2005), tells the story of
Dylan’s rise to fame - from the beginning of hisewsr in 1963 through his
transformation from ‘the folk-singer with an acaagjuitar’ to ‘the folk-rocker with
an electric guitar,” which made many of his fansl feetrayed, until his motorcycle
accident in ‘66, which forced him to stop his camsttouring. It tells the story of how
he involuntary, yet progressively, went from beanmore or less regular folk-singer
to becoming an iconic voice of a whole generatioa time when the oppressed and
overlooked were waking up and standing up for theves.

One of the reasons why Dylan became such an ismite might be because
he, unlike Whitman and Ginsberg, put on varioussksain his songs, where he
assumed the identity of various individuals wittiie American society other than
himself. In the film, Liam Clancy calls Dylan a &be-shifter.” Sean Wilentz calls him
a ‘modern, white faced minstrel,” and even Dylam$elf puts his own identity into

question:“... ‘I have my Bob Dylan mask on,” he told his N¥ark audience, off the

33



cuff, on Halloween night, 1964 ...” (http://bobdylaom/etc/). IrHip: The History
(2004), John Leland calls him a ‘trickster.” He ips: “He absorbed the folk myths
too well, plucked from their authentic archetypesedes of inauthentic identities. He
told people he was a hobo, a drifter, a mothexbsd, a carny tramp - any version of
thereal deal Like tricksters past, he played with the differeretween the word and
the thing, saying one thing and doing another” §bel 183). In the true sense of the
word ‘hip,” - which derives from the African langge, Wolof, the verlnepi meaning
‘to see,’ orhipi, meaning ‘to open one’s eyes’ - Dylan was ablegen the eyes of his
audience by distorting the truth or tell lies thbugs choice of various identities, thus
‘tell the truth’ by the way of deception (5). Whiler tag people put on him, he has
kept changing his public image, creating ‘new Dglathe Buddhist, the Judaist, the
evangelical Christian, and he recently endorseddngorate symbol of imperialist
America, namely Starbuck’s. These changes alwaysdteactions among his fans,
yet, as depicted iNo Direction Homafter he had replaced his folksy acoustic guitar
with an electrical one, they would give him an abfér ‘betraying them,’ then ask

for his autograph and probably go out and buy b album.

Any artist who receives attention from the medigasg be assigned a tag of
some kind, as the media often needs to delivet,stmmcise and easily accessible
information, and DiFranco is no exception. In thedma, DiFranco is often portrayed
in a certain way, for instance the ‘angry-chickhadt-guitar.” Anna Feigenbaum
mentions this in her article “ 'Some guy designed toom I'm standing in’: marking
gender in press coverage of Ani DiFrancBbdpular Music2005), where she
discusses how female musicians are marked bydkener when described in the
media and how this leads to a two-dimensional aually degrading portrayal

compared to their male counterparts.
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[W]omen - under some heading - become a genre ichvibiFranco and her
music belong. Some of these groups include: ‘wttiiek[s] with guitar’...
‘grrrls’ ... ‘pissed-off-woman genre’ ... ‘angryrfeales’ ... ‘angry female
singers’ ... and my personal favourite: ‘guitanrglng chick[s] chirping Lilith
Fair anthems’ .... (Feigenbaum 2005 42-3)

The degrading and limiting ‘angry-chick-with-guitaredia-tag stuck to DiFranco for
a long time and whatever the media assign to soeisomo easy to shake. Other,
non-degrading tags and definitions, such as ‘lesti@minist icon,” and ‘heroine,’
have also been assigned to her by her fans. get tlaése tags work in a limiting way
and do not give justice to an individual’s multi4aied personality. In addition, they
help to create what is a well-known concept witthi@ music industry, namely
‘image.” Many artists work hard on creating an imdgr themselves that will appeal
to a large audience or viewers. However, when itne@one’s work is not fame and
fortune — and it does not seem to be for DiFranbaving an image assigned to you
can be rather troublesome. In “Little Plastic GasfLittle Plastic Castle€1998), she

comments on the wrongful and limiting effect of age.’

people talk about my image

like i come in two dimensions

like lipstick is a sign of my declining mind
like what i happen to be wearing the day

that someone takes my picture

is my new statement for all of womankind

Unlike Dylan, DiFranco seems to have various ‘maa&signedo her rather than
having created them for herself. The tags and dieiins that she receives function as
masks that are superimposed onto her identity. Eem she seemingly puts on the
‘masks’ of various identities, a closer look rewethlat these are ‘masks’ others have
attributed to her, which she points out by singabgut them, or they are various

aspects of her personality that she herself higtdignd that function as
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superimpositions, yet stay within the realm of txn personality. By doing so, she
gives the impression that she would rather defaradif and the various aspects of
her own identity than attempt to assume the idgpofibthers. DiFranco’s ‘shape-

shifting,” then, occurs in the rejection of the ‘ska’ — the tags and definitions — that

are put on her. For instance, in “OrigamEducated Gues®004) she sings:

i am an all powerful amazon warrior

not just some sniveling girl

so no matter what i think i need

you know i can't possibly have a need in this world

The sarcastic tone in the last two lines are safingwhatever someone might thing
they know about her, they do not know at all. Sightrappear to be strong and
tough-skinned, but even if this might be true imsacases, it is not ‘the whole truth
and nothing but the truth.’ This ‘all powerful anoazwarrior’-tag is a mask attributed
to her by someone who does not know her and fumets a limitation and
simplification of the complex individual that st i

DiFranco struggles with being wrongly defined by fass and the media,
as she clearly states in “Joyful Girl”: “everythindo is judged / and they mostly get
it wrong” (Dilate 1996). The most striking example of this came \thiga media’s
reaction to “Not a Pretty Girl’Not a Pretty Girl1995).Ironically, when this aloum
came out, the media was speculating that DiFrarigbtrbe insecure about her looks
and might feel that she was, quite literally, ‘agtretty girl.’ It seemed that they had
only looked at the title of the album and not aliyuigstened to any of the songs on it,
thus completely missing out on the second lindnefuerse of the song: “that is not

what i do.” In the song, she continues:

i am not an angry girl
but it seems like i've got everyone fooled
every time i say something they find hard to hear
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they chalk it up to my anger
and never to their own fear

This mistake from the media’s side revealed thagmwbthers try to define her, it in
fact says more about her definers than it doestdimuln “Willing to fight” (Puddle
Dive 1993), she is quite direct in that she thinks #lsurd that anyone tries to define

her at all, when she sings:

tell me who is your boogieman

that's who i will be

you don't have to like me for who i am
but we'll see what you're made of

by what you make of me

i think that it's absurd

that you think i

am the derelict daughter

In “Minerva” (Knuckle DowrR005), she singsybu want me / to tell you a story / but i
am weary / of entertaininggiving the impression that after 15 years of telliver
stories she is tired of being the vault of misipteted information which seems to

serve as entertainment for her audience. Shedlsder audience that:

you confused your journey
with my journey

you tried to nail me

like minerva to your bow
but my job here

is not to deliver you

but to hold a mirror

till you see how

oh say can you see me

oh say can you see me

oh say can you see me over here?

over here

way over here
Her audience, both the media and her fans, stk mot managed to define her - ‘nail
her to their bow’ - because that is not the redsowhy she tells her stories. In

addition, they have been mistaken in trying to miadgeinto someone one should
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aspire to be, rather than listening to her stagestories of individual experience. Her
audience has still not seen her the way she resalor alternately, how she wants
them to see her. The last line of the song is “oxgr here,” indicating that the
distance is great between where her audience shieks and where she actually is —
whoshe is and who thdhink she is. Thus, trying to emulate her journey iglfss,

both because they do understand what it realgnd,also because they are supposed
to find their own journey. This thought echoes Wiz, where he in Section 2. of

“Song of Myself” says:

Stop this day and night with me and you shall pes#ee origin of all poems,
You shall possess the good of the earth and swere(re millions of suns
left,)

You shall no longer take things at second or thadd, nor look through the
eyes of the dead, nor feed on the spectres in books

You shall not look through my eyes either, nor tdkags from me,

You shall listen to all sides and filter them frgour self.

(Norton C123)

Whitman told his own story, DiFranco tells her ovand the audience is supposed to
listen to these stories, not try to make them thein, but find them in their own
journeys.

Dylan managed to create his own journey, andarDirection Home
Ginsberg comments that when he met Dylan he caddlse next generation in him.
The next generation that Ginsberg could see inbylas the parallel evolution of a
particular branch of American poetry and the uggenbnconformity. Nonconformity
can be found both in the themes of Dylan’s lyriss\ell as their composition.
However, because Dylan is a singer, he can algbaoed in a long tradition of oral
story-tellers. The techniques of oral story-telldifier from the written story-telling
on several levels, most notably, and noticeabby, tie oral performer can make use

of the sounds of the words in a completely différgay than if the same words were
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merely written down. When the oral story-tellerydavith the sounds of words in a
performance, it can have as much relevance fosttirées that are being told as the
meaning of the words themselves.

Dylan’s lyrics often rhyme in an ABAB formation, @often consist of a more
steady rhythm than the poetry by Whitman and thet8dHlowever, more often than
not, there are internal rhymes that coincide withrthythm of his songs, independent
of end-rhymes, which come out more clearly whepdréorms his songs. For

instance, in “Hurricane”@esire 1975), the words to one part of the song are:

So they took him to the infirmary
And though this man could hardly see
They told him that he could identify the guilty men

“Hurricane” is a song about the wrongful convictiminthe boxer Rubin “Hurricane”
Carter. He was famed of shooting three men in adval one of the men who had
been shot was asked to identify Carter, thougholddardly see. In the
performance of this song, Dylan plays with the gsbahthe letter ‘I’ in ‘identify’ to
point out the weak eyes of the man, while simultaiséy create a rhyme of the 1’
with the word ‘identify’ itself. Likewise in the senth verse, Dylan lengthens the
stress of the first vowel of ‘murder’ to make ifyrhe with ‘stir,” while still managing

to keep the rhyme of ‘him’ and ‘Jim’ in the verse:

We want to put his all in stir
We want to pin this triple murder on him
He ain’t no Gentleman Jim

The same way of manipulating the words can be foamiFranco’s performances of
her songs and poems. For instance, in 1993 renfdke spoken-word piece “The

Slant”, originally fromAni DiFranco 1990, and further developed in the live version
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from Living In Clip (1997),DiFranco imitates the sound a hammer makes when she

spits the word ‘pounding’ into the microphone.

the sound of them strong

stalking talking about their prey

like the way hammer meets nalil
pounding, they say

pounding out the rhythms of attraction

By applying a staccato effect on the words in theepte of next lines, she imitates a

sound that can be similar to either drums or genfir

like a woman was a drum like a body was a weapon
like there was something more they wanted
than the journey

Another example of how DiFranco manipulates woadsrthance their meaning can
be found in “Good, Bad, Uglylfhperfectly1992), where she creates the visual effect

of a neon sign when she sings:

and it's bad

to have eyes like neon signs

flashing

open open open open open open open open
open all the time

Both these examples show how DiFranco carries fahti#e inheritance from an oral
tradition of story-telling, which the Beats usedtrform their poetry, and which
Dylan also applied in his songs.

The early Dylan was a part of a generation of cencnitures that kept
‘counterculturing,’ that is, whenever his audiettveught they had him pegged, he
would shift and change shape to become someond-sactions spoke as loud as
his words, and accepting Dylan meant acceptindjuigity: he was more than met

the eye and rarely what met the eye for very I@iguilar to Whitman, he contradicts
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himself because he contains multitudes, and sinal#re Beats he applies the
experience he has had through living and travehitmhis lyrics in a raw, impulsive
yet poetic way. In addition, he threw the tricks#ment — masks of various
identities — into the mix, applying imagined selte&xpand the understanding of the
complexity of his self. In maintaining his individlity and making his individual
experience as both a space of catharsis and asnanig ground for his audience,

Dylan opened up a space for future generations the same.

1. 4. Fellow Worker: Utah Phillips and Ammon Henngc

the president assured us
that it was all gonna trickle down
like it'd be raining so much money
that we'd be sad to see the sun
mr. wilczewski's brother
had some business out in denver
so they left town
everybody knows they were the lucky ones
--Ani DiFranco, “Trickle Down™?

i will not lie down
on the wrongful groundwork laid
while it's still a radical sound
just to call a spade a spade
--Ani DiFranco, “A Spade™

Looking back in time in order to describe, analgmel define what has already
happened is far easier than to try to describdyamand define what is happening at
any present moment. The world we know today is imécg more and more
globalized; the jungle of civilization has beconeeder and darker; and its

inhabitants are still trying to find the best wayeiist, whether it is on a micro or a

3 Up Up Up Up Up UpL999
4 Reprieve2006
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macro scale. On a local macro scale, the Ameriaemstill battling with some of the
issues that the previous generations battled witagldition to the emergence of new
ones. The issues we hear about in political canmgasgjll include human and civil
rights, such as gay marriage, abortion and health, dut new issues, such as global
warming and terrorism, have also made the agerateorism has become the Cold
War of our age. Globalization has made the worldlem but has also made it more
complex. We now realize that there really is suthirzg as a action/reaction-
butterfly-effect, not just within a closed socidbyt on a global scale. Al Gore made
that frighteningly clear in his film about globabwning,An Inconvenient Truttfor
which he together with Intergovernmental Panel bm&te Change (IPCC) won the
Nobel Peace Prize in 2007. On the largest macite,db@ process of creating a better
world for all of earth’s inhabitants — which oneosld think would be the ultimate
humane goal — is hindered by the disagreement leatite world’s political and
religious leaders on so many levels that individwaho live in democracies are
dizzied and disempowered, and those who do notlgidgonot seem to have
relevance. The truths and realities that supposedst are distorted by the media and
by people who are trying to protect their politieald/or religious power, and/or their
financial interests. On a micro scale, individyahias become a capitalist commodity.
When the capitalist institutions caught on to theese demands of the
countercultures, it became possible to ‘buy younoand it is now sold on every
street corner, in every mall, and, even more coevly for those who surf the web,

it is available on-line. There is also the intefs®is on an individual’s abilities,
development, realization and pursuit of successlay’s version of the pursuit of
happiness — which turns the individual into a cordityathat can be traded in the

work market. The individual is so immersed in thpid global growth that, as Ani
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DiFranco sings: “you are like fish in the wateriiavdon’t know that they are wet,”
adding: “but as far as | can tell / the world ig perfect yet” (“Lost Woman Song”
Ani DiFranco1990).

This is the world DiFranco exists in and where ishteying to perpetuate her
nonconformist/individualist/containing multitudesiteling/experiencing-and-lives-
to-tell-about-it way of living. What she is commaating through her work and the
way she chooses to live her life can be undersasaal way of reclaiming her identity
from the mall, while at the same time appreciathrag the mall is there. She seems to
communicate a continuous act of nonconformity ipdsof a new kind of conformity
- a conformity where the accepted norms and stasdzfra society becomes inclusive
of all the realities and experiences of the vagewaof individuals who exist in a
democracy - in addition to the understanding thist tariety always will be there,
that it should be noted and respected, and abgve ah Whitmanesque tradition:
celebrated.

This extended understanding of democracy and aiebrof community can
be traced back to the anarchistic and pacifistimpbphies of a folk-singer by the
name of Bruce Phillips (1935-), also known as LaiUPhillips. Phillips is a gifted
storyteller and monologist who applies clever arittivianguage to tell his stories, of
which he is better known for than his songs. Ispes like Emerson, Whitman,
Ginsberg and Dylan function as more or less distesirations to DiFranco, then
Utah Phillips is an individual that has been arclgse inspiration — a teacher. He has
worked with Ani DiFranco on two albumshe Past Didnt Go Anywhef@996) and
Fellow Workerg1999), and it is possible to markedly detect Risllinfluence on
DiFranco’s work: the themes, concepts and metaphatsPhillips use in the stories

reoccur in DiFranco’s later songs and poems. Fgiairce, in Phillips’ story about
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‘the crooked profit system,’ he tells of a lectimeehad where he tried to teach his
students to be resistant rather than passive iindeaith capitalist America. He

argued that big corporations would take advantdgeem:

... unless you learn to resist, cuz the profitesysfollows the path of least
resistance and following the path of least reststdas what makes the river
crooked! (“Natural Resource3he Past Didnt Go AnywheE996)

In “Serpentine” Evolve2003), a poem inspired by the event and afterrob®i11
and written parallel with “Self Evident'So Much Shouting, So Much Laughter

2002), DiFranco uses the same metaphor almosetetter:

we don’t even know we’re slaves

on a corporate plantation

someone say hallelujah!

someone say damnation!

cuz the profit system follows the path of leasistesice

and the path of least resistance is what makeswiecrooked

makes it serpentine
DiFranco adds to Phillips’ concept the sentimeat the way the profit system works
has not changed since the days of the slave-plamsabut what has changed is that
with the spread of consumerism, and the growthcamdralization of corporate
power, we are now all affected and have unwillinghg unwittingly become slaves
of this system. Calling this system ‘serpentinesaying that it is capable of slithering
its way around rules and regulations — the samewedgr is capable of finding its
way around obstacles in the terrain — to find testIplaces to expand and make profit
disregardful of what kind of impact it might make.

The Past Didnt Go Anywherdnsists of stories performed and recorded over

the years by Phillips, compiled and set to musi®byranco. The selection, Phillips

commented, were: “just the right stories, the dnganted to stick to people if |

wasn't around anymore” (Liner notes 1996). Theistotell of Phillips’ personal

44



experiences and philosophy, varying from storiesuilvhat kind of impact
participating in the Korean War in the late 19584 bn him, to stories about how he
came to discover and articulate his own versioanafrchy — a version inspired by the
rebel Ammon Hennacy. Phillips describes Hennacy.aa Catholic-Anarchist,
pacifist, draft-dodger of two world wars, tax-refusvegetarian, one-man revolution
in America — | think that about covers it” (“Anargh1996). After the Korean War,
Phillips spent eight years with Hennacy at Joe Hdluse of Hospitality outside Salt
Lake City. From this experience, Phillips learnedwa being a pacifist and an

anarchist:

He [Hennacy] said: You were born a white man inrttié-twentieth century
industrial America. You came into the world armedtte teeth with an
arsenal of weapons. The weapons of privilege: kacialege, sexual
privilege, economic privilege. You wanna be a gatift's not just giving up
guns and knives and clubs and fists and angry wordgiving up the
weapons of privilege... and going into the worldnpdetely disarmed - Try
that.

[A]narchy is not a noun but an adjective. It ddsesithe tension between
moral economy and political authority. Especiatiythe area of
combinations: whether they are going to be volyntaircoercive. The most
destructive coercive combinations are arrived @ugh force. Like Ammon
says: Force is the weapon of the weak. (“AnarcHyé Past Didnt Go
Anywherel996)

Despite common belief, anarchy is not merely aesthtotal chaos and absence of
rules, but a state of conscious radical resistampelitical authority as a result of an
opposing moral economy. It also relates to thedofasindation of democracy in its
fullest sense: that it is the people that shoulthlharge of their own country and
that the government should serve the people, eobtier way around.

One of the biggest democratic fights the Americaogbe has had with the
government since the break from Britain was thedtalnion’s struggle to ensure

safety and happiness for workers at the turn o2tb century. Phillips tells stories
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of this struggle on the second collaboration betweleillips and DiFranco, namely
Fellow WorkersThe album is a recording before a live in-stualiolience at
Kingsway in New Orleans, Louisiana, which capturedlips’ ability to render
stories and interact with his audience. The téteywell as the stories and songs on the
album, gives homage to the workers who organized.#bor Unions, who can be
credited for the better and safer work conditidra exists in the U.S. today. They
include stories about Mary Harris ‘Mother’ Jonesionthe President Theodore
Roosevelt insisted was the most dangerous womhbardfme (at the humble age of
83!), the suspect relationship between the soadidor sharks’ and various
foremen around the country, Joe Hill, one of thestmmportant folk-singer of his
time, who told the history of the people, and thgistance of the workers and
townspeople against Rockefeller’s militia. Of tlhomgs, there is “Pie in the Sky,”
which comments on the religious organizations, agthe Salvation Army
(ironically called the Starvation Army), tried taig the citizens into giving all their
money to them in order to secure themselves a tearsdt a place in heaven, and
“Bread and Roses,” about the women who let it beakthat earning merely enough
money for food was not enough; that they shouldlide to afford more than that.
The title,Fellow Workersalso signifies the need for coming together in
general; that we, as social humans, are all wonkbisse job is to cooperate in a
democracy if we are to make things better and $afesurselves. The most notable
story about working together is a story Phillips fjom a man by the name of Jack
Miller about ‘the Everett Massacre.’ In Everett, 3Nangton, there was a weaver’s
strike on, and several ‘wobblies’ came up therenf@eattle on a steam boat called
TheVerona® The sheriff in town had gathered up some deputlestried to stop

them coming off the boat, and when the ‘wobbliestevasked who their leader was,

5Wobblies” = Members of the Industrial Workers beétworld
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they answered “We are all leaders here!” The deputien opened fire and several
men were killed, including some of the deputiese Mwobblies’ who survived
managed to return to Seattle, but were then ad-estd put in a new jail, all made of
steel. Once in jall, they passed a note from otk the other and agreed that the
next day, when the noon whistle blew, they wouldrt jumping and singing, and
by doing so they managed to crack the south whb. moral of the story, as Phillips
quotes Miller, was: “Thus proving everlastingly wiaaunion is. A way to get things
done together that you can't get done alone.”

In the liner notes to the album, Howard Zinn, théhar of A People’s History

of the United Statesvrites:

The songs in this disk, the stories told in Utalllipk’ extraordinary style,
brings back the history, but even more, the feslioigpeople struggling
together for a better life. Those feelings connétt us today, because all of
us live in a society dominated by corporate powdere profit comes before
people.

In this situation, we need to join together to defeur humanity, our dignity
as individuals. We need to remind everyone of whatDeclaration of
Independence promised, that all human beings,dreeverywhere in the
world, have an equal right to life, liberty and fhasuit of happiness. And
we will use our energy, our talent, to achieve ¢hasns, with all the good
feeling that people have always had when they wbt&gether for justice.
(Howard Zinn. Liner notes iRellow Worker$

In “Anarchy” Phillips quotes Hennacy who told hiffy]Jou know you love the
country. You just can't stand the government. Gstraight.” Then Hennacy quoted
Mark Twain to him: “Loyalty to the country alwayisoyalty to the government when
it deserves it.” This distinction is an importamieg and one that is systematically and
especially blurred whenever the U.S. enters inteva war. If anyone dares to speak
against the government it is seen as an attackeooduntry itself. During the Cold
War, the act of speaking against the governmentagaal to being a communist, and

today, if you do not ‘support the troops,” you migery well be a terrorist. DiFranco
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comments on this wrongful equation of the lattetAlla This,” where she sings:
“and i can’t support the troops / cuz every evest bne of them is being duped”
(Hamburg Germany 10.18.@007). This comment points to the aforementioned
‘willful ignorance,” where the average Joe or Jamelld rather accept what is being
told to them rather than make the effort to contieetdots for him- or herself, when
in fact the Founding Fathers encouraged critici$emng oppressive government.

In addition to being a musician, part of DiFrangoR is raising awareness.
For instance, before the Presidential electiorDio42 she was part of the VoteDammit
tour, which informed people of the history of demamy and how to go about
registering to vote. It acted as an encouragenoemidople to partake in the election,
as a reminder that their votes act as their vaicéise democracy. A quick peek at her
website shows that she recommends a variety ohalige information sites. The
“Action” section lists independent and alternatimedia sites, such as “Democracy
Now!”, “Alternet” and the feminist “MsMagazine”; moan rights and anti-war sites,
such as “Southern Center for Human Rigthts” andt‘INdDur Name”; pro-choice
sites, such as “NARAL Pro-Choice America”; and siter political awareness and
voting, such as “MoveOn” and “DrivingVotes.”

Many of DiFranco’s songs include political thoughtewever, calling the
lyrics purely political is a simplification, as, DiFranco’s opinion, the line between
political and personal is a blurry one. In the mitew at Flynn Theatre, Ani DiFranco
explains what she means by the idea that art andsac are both “a life longlight /

shining through a swinging prism” (“The Intervieltucated Guesa004):

Um, well, | guess | was just commenting on the algied think somewhat,
artificial distinction between the personal and ploétical. People ask me
about “the two” all the time and | just don't reall. I've never felt a line
between them, you know. | think that there are nfantors of our personal
life that have great political significance, espdlgias a woman, that is so
inherently apparent, and | think that ... you knavim, | guess the reason
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that | write about “politics”, big P politics, ioe | take it personally, it's coz
it's personal stuff too. Like, you know, if my gawvenent is out perpetrating
violence around the world, and it's my respondijpilyou know, and they'’re
supposedly representing me, well ... that's akktthat pretty personally ...
myself.

It seems that for DiFranco, thinking in politicalis and being a political activist
comes as natural to her as any other thought mmaas a human being. With this she
displays that she is conscious of being part craatracy as well as being a part of
the human race. The idea that the personal angoiitecal are intertwined can be
included in DiFranco’s version of an extended demaog in that democracy must
occur on the social level as well as on the palitane.

Not parts of this continuum but also relevant @ ithea extended democracy
and acts of nonconformity are the thoughts andessoncerning feminism and
sexuality, which DiFranco, being a woman, a fentiarsd with a seemingly fluid
sexuality, have dealt with throughout her life aadeer. These thoughts and issues

and how they emerge in her lyrics are the topidheffollowing chapter.
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CHAPTER TWO

Feminism and Sexuality:
The Third Wave and Bisexual Consciousness

the answer is in the intention
that lies behind the question
put that on your standardized multiple choice
i mean, how's this supposed to look to me?
but half of divinity
out there trying to make harmony
with only one voice
--Ani DiFranco, “A Spade™®

When listening to DiFranco’s songs, it soon becoamgsarent that feminism and
issues concerning her sexuality are important toMany of her songs discuss
feminism either explicitly or implicitly: it seenthat it is important for her to discuss
these issues to try to make sense of the strugglésth a small and a large scale —
both in her personal life and her relationshipsl i@nthe American society.
DiFranco’s lyrics tell stories from an individuadspective, where it is possible to
identify a personal form of feminism and a persdaah of sexual politics. Within
the third wave of feminism, where DiFranco can laegd, it is the sharing of
individual experiences that is important rathenthrging to describe a generalized,
‘true’ female experience. This way of regardingteaxperience as equally valuable
and true can be said to be more democratic thapréseriptive feminist writing by
the preceding two waves of feminism. Sharing irtlral stories can also be said to
help counter some of the ruling metanarrativefi@American society that have been
inherently patriarchal. In addition, it seems tB&Eranco has felt the need to
comment on what seems to be a confused topic:ritaterminable sexuality. Ever

since her first album, she has told stories abeutdlationships with both men and

® Reprieve2006
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women, which places her in the category of ‘bisékaaather ignored category in

the struggles of the umbrella group Lesbian/GagRisl/Transgender (LGBT).
There is also an important element to this categdrigh seems to have been ignored
until recently, pointed out by Jennifer Baumgardnener most recent bookpok

Both Wayg2007), namely that of the ‘bisexual consciousnésss chapter focuses
on these topics and explores how ideas of femimisthDiFranco’s experience of
bisexuality have shaped her art, and how thesedain be further linked to her

extended idea of democracy.

2. 1. The Third Wave

feminism ain't about equality
it's about reprieve
---Ani DiFranco, “Reprieve™’

people, we are standing at ground zero of the festniavolution!
---Ani DiFranco, “Grand Canyon’®

Feminism is something individual to each feminist.
---Jennifer Baumgardne?.

Feminism today has reached its third wave, precbglethat are considered to be the
first and second waves: the suffragettes duringuhreof the 19th - 20th century, and
the 1970s equal-rights movement. Though therenmsestebate, the beginning of
feminism’s third wave can be dated to 1992, whebeRea Walker published the
article “Becoming Third Wave” ilMs Magazineas a response to the outcome of the

case of Anita Hill versus Clarence Thomas in 194l .claimed that she had been

" Reprieve2006
18 Educated Gues2004
% 1n Metro Santa Cru2000
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sexually harassed by Clarence Thomas while shénisassistant a decade earlier.
Thomas won in the Senate, and the debate thaietldrought attention to the issue
of ongoing presence of sexual harassment in thephare and consequently helped
to raise awareness of other feminist issues thatyrmpaople thought had been
resolved by the second wave. However, the rootiseothird wave stretches back to
the 1980s, when women of color, such as bell hoBksja Anzaldua and Audre
Lorde, called for a new subjectivity in the feminigice, since then women of
various backgrounds have come forward to tell timgiividual subjective stories.

The third wave seems largely to consist of women tvwve grown up with
feminism already present in their lives, possiblihvieminist mothers or relations.
Within academia, they have had access to femsssieis through women'’s studies,
and in addition, they have had access to othesarestudy, such as Marxist theory,
postcolonialism, postmodernism, communication gsidind popular culture studies,
as well as an increasing number of interdisciplirstudies that transfer and combine
thoughts and theories between the various arestsidy. Outside academia, third
wavers are equally present within popular cultarens, and, through cultural
engagement as political activism help to raise feshiconsciousness and awareness
among the people. In fact, to be able to inspisnge, it is equally important, if not
more so, that awareness occurs in the culturaireald not merely within academic
study. Academia is to some degree, an isolated anehit is not until it reaches ‘the
masses’ that it can make its most prevalent impact.

Within feminism there are moreover several direwiand it has become
common to speak of feminismather than regarding them as one single thedwy. T
various directions, outlines of their specific ceristics, similarities and

differences, are too numerous to list here, howehkere is a focus among third wave
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feminists on the individual experience and a noti@at feminism is something
individual to each feminist. Some the most domirteaits can be identified within the
third wave as a whole, however, and they can bedauw the work of DiFranco.

In very simplistic terms, feminism is the beliehtlwomen are as valuable as
men and should be treated as such. In today’s Westeiety, this belief has more or
less become the norm, and to suggest otherwisaualy regarded sexist. Despite
this, most women and men for various reasons doefet to themselves as feminists.
In the spoken-word piece, “Grand Canyon”, Ani Diga asks: “why can'’t all decent
men and women call themselves feminists / out gjfeet / for those who fought for
this,” adding: “i mean, look around / we have thi§ucated Gues2004). The
reasons for why most women and men do not call $lebras feminists are many, but
one may be that most people believe that whatitsieaind second wave of feminists
fought for has already been achieved. Evidenchetontrary, such as the fact that
women in general are still earning less than mehercontinuous reports of sexual
harassments and rapes, seem to be downplayednoorgoor less unnoticed. Another
reason may be that feminism tends to be assoamtedhe radical feminists of the
70s, who often are remembered as caricatures: warherburned their bras, stopped
shaving their legs and armpits, hated men and mestly lesbians. The extreme
nature of some radicals has the potential to qoeoele away, thus having their
messages overshadowed by their extremity. A tieiadon may be that, as there are so
many various forms of feminisms, some people migititoe comfortable with calling
themselves feminists because they are not quikedwhat it entails. Calling oneself
a feminist seems to carry the responsibility ofwimg the history of feminism, and
also one’s own opinion on both traditional and eamporary feminist issues. On the

flip-side, many people today, both men and womeid feminist values without
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recognizing them as such because these valuesdkavee accepted as standard
values in society. This shows the degree to whichesof the work of previous
feminist movements has succeeded, much in the say¢he issues of other
movements, such as civil rights, now are considezedlved. Yet, similar to civil
rights issues, there are many issues that areistéisolved and that still require
attention.

Third wave feminists deal with a variety of issussiong them race, class,
gender, sexuality, reproductive rights, global/fgnepolitics, women in the
workplace, sexual harassment, sexual assault @ed meotherhood, women in
politics, women and the intellect, the media andlim@ortrayal, and reclaiming
derogatory terms. In short, what third wavers aati are all the mechanisms that
seek to control, limit and oppress wonién.

Where the perspectives of the first and second ewéists mainly came
from white, middle-class women of the western dgcibe stories and the
perspectives of the third wavers come from womemfa wider specter: from
various countries, classes, races, sexual and gefedities, and various religions.
When women from these various positions, eithegggahical or social, speak out
their stories also reveal newer forms of criticis@ender studies, postcolonialism,
postmodernism, and communication studies have ebgubthe realm of feminism,
and one woman’s story from one position may shgitt Ibn, give strength to, and
provide other women with the language to articuth&r situation of limitation

and/or oppression.

20|t is worth pointing out that in extension, sonfeh® issues that are discussed among feminists,
especially those of race and class, overlap wihds that are discussed by other groups in society.
These groups may concern themselves with issugsnafral human oppression in society where
feminist issues are a natural part, which goefitavshow some feminist issues are not merely ferinis
issues but are parts of a much larger debate coingeindividual human freedom and rights.
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When Ani DiFranco shares her stories she does g®inultural realm,
outside academia. A large number of her storieslivexl experiences and thoughts
which she communicates through the songs on hemaland through her
performances, concern either feminism, individuml)isr a combination of the two,
and function as feminist activism in the culturglm. The knowledge, insights, and
conclusions she arrives at and communicates ated @ self-discovery and her own
particular experiences rather than as part of amiyqular academic philosophical
discussion. In addition, they are often descripiiverder to help raise awareness

rather than prescribing one particular form of fieism:

oh to grow up gagged and blindfolded

a man's world in your little girl's head

the voice of the great mother drowned out
in the constant honking

haunting the car crash up ahead

oh to grow up hypnotized

and try to shake yourself awake

cuz you can sense what has been lost
Cuz you can sense what is at stake
(“Reprieve”Reprieve 2006)

What seems to be DiFranco’s urge for discoverinigdithas been lost’ and ‘what is at
stake’ seems to have come before any thought ahfem, but has become a decisive
part of her particular version of feminism. Shenssghowever, to very early be aware
of the importance of sharing stories, and one efsibngs from her first aloum, the
eponymou®ni DiFranco(1990), is in fact called “The Story.” In the tthiverse, she
sings:

my father, he told me the story

and it was true

for his time

but now the story's different

maybe i should tell him mine

all the girls line up here

all the boys on the other side
i see your ranks are advancing
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i see mine are left behind

Maybe it is time for her to tell her own story,asindividual, to mark a shift of ‘the
times,’ suggesting that it is time to tell the gtof someone who, unlike her father, is
a woman. She is observing that there is a battiedsn the sexes where the male
army is well organized and steadily advancing, il female side seems to be
standing still. DiFranco seems to express thafestis that she is the only one

fighting on the female side, a sentiment thats® @&choed in “Willing to Fight.”

i was a long time coming

i'll be a long time gone

you've got your whole life to do something
and that's not very long

so why don't you give me a call

when you're willing to fight

(Puddle Divel993)

In DiFranco’s earlier albums, she consequentlysfeeite alone in her feminist battle,
and in “Face Up and SingOut of Rangd 994) she is reaching out to her audience

with a humorous yet somewhat annoyed air:

some chick says

thank you for saying all the things i never do
i say

the thanks i get is to take all the shit for you
it's nice that you listen

it'd be nicer if you joined in

as long as you play their game girl

you're never going to win

i"ﬁeed backup
i need company
i need to be inspired

This is an appeal to her female audience to takéarpariticizing whatever they
experience as limiting and oppressive, to takerobof their own situations, to speak

up — indeed, ‘face up and sing’ — and not be afoéithat will happen if they do so.
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To reveal one’s stories may be difficult, espegiathen these stories are critical or
oppositional of the current social and politicaim@te in a society. In DiFranco’s case,
the society she speaks from and in is the Amesoarety, which, despite its efforts to
promote equality and freedom, has from its veryito@gg predominately been
shaped and controlled by white middleclass maéssjlting in social structures and
moral evaluations being inherently patriarchal. @aifco makes it very clear that in
order to feel that she is making an impact andue ger the strength to go on, it is
important that other women partake in continuingreate awareness; that they are
out there telling their stories as well. This afgmith DiFranco’s idea of an extended
democracy: that in order for social structures muadal evaluations in a society to
change to suit its inhabitants it is important ttety use their voices as votes; their
stories as ballots. For third wave feminists important that stories from every
geographical and social position are heard, not trdse from a few selected
positions, which often were the case in the firgt aecond waves, and which made it
less ‘democratic’ among women.

DiFranco shares her stories in a similar way to bmvpreviously mentioned
Utah Phillips shares his stories. Both share threeraise awareness: in Phillips’ case,
his stories tell among other things of the impactanf remembering how the labor
unions applied the founding ideas of democracy aierchanges in the American
society and that this is still a relevant tool tpdaiFranco stories often seem to be
rooted in the idea of an extended democracy andt#tleof her own situation and
issues that have come to be important to her, asdandual, a woman and as part of
the American society. In an extended democracgdlceal aspect of a society is as
important as the political aspect, and sharingdlstsries may help raise awareness

around what the social aspect of an American deacgarould be. The difference
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between the two is that Phillips often shares ssoitat have been told to him by
others in addition to his own experiences whileriteo usually applies her own
personal experiences.

Both approaches can be conceived of as tools theiter what Jean-Francois
Lyotard calls ‘grands récits,” which can be tratestigas ‘grand narratives’ or, perhaps
more illustratively, ‘metanarrative$’'Lyotard applies this concept The

Postmodern Condition: A Report on Knowleggben defining the term ‘modern’:

...any science that legitimates itself with refemito a metadiscourse ...
making an explicit appeal to some grand narrasueh as the dialectics of
the Spirit, the hermeneutics of meaning, the enpaticin of the rational or
working subject, or the creation of wealth. (198979] xxiii)

In the book Lyotard discusses how the conditiokradwledge has changed in the
most highly developed societies since the onsethait he identifies as the
postmodern age. He does so in the context of wdatlis ‘the crisis of narratives’
and defines the postmodern as “incredulity towaedamarratives” (xxiv). John
Storey defines metanarratives slightly differendly,“the overarching and totalizing
frameworks which seek to tell universalist storfdsirxism, liberalism, Christianity,

for example” (2001 150). He explains:

According to Lyotard, metanarratives operate thhounglusion and
exclusion, as homogenizing forces, marshallingrbgeneity into ordered
realms; silencing and excluding other discourstgerosoices in the name of
universal principles and general goals. Postmoderig said to signal the
collapse of all universalist metanarratives wititiprivileged truth to tell,
and to witness instead the increasing sound dfir@lgly of voices from the
margins, with their insistence on difference, otiugal diversity, and the
claim of heterogeneity over homogeneity. (150)

This description of metanarratives can be comptarédichel Foucault’s concept of

‘panoptic discourse,’ as discussed by Bryan Reynaltl Joseph Fitzpatrick in an

2l ‘meta-’ = occurring or situated behind or aftezr{se 3Collins English Dictionan2003).
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article entitled “The Transversality of Michel der@au: Foucault’'s Panoptic
Discourse and the Cartographic Impulse” (1999).

‘Panopticism’ is a concept Foucault adapted froendimniscient perspective
of the Panopticon, an ‘all-seeing’ structure atdbeter of a round model prison
proposed by Utilitarian philosopher and theorisedey Bentham in 1787. Foucault

explains that:

[tihe Panopticon is a machine for dissociationgbe/being seen dyad: in the
peripheric ring one is totally seen, without evegiag; in the central tower,
on sees everything without being seen.
(http://www.cartome.org/panopticonl.htm).

Certeau applies this discourse in an analogousisisan of the creation of a universal
‘utopian city’ by cartographic and panoptic procestu In this city, the panoptic view
from the top of a tall building provides an ‘allesieg’ perspective and organizes the
city thereafter. The panopticism of the ‘utopiaty'qorovides a totalizing perception
that creates its own space where rational orgaaiza¢presses “all physical, mental
and political pollution that would compromise i89). It also creates a synchronic
system which omits traditions and practices thabakdfit in and it creates “a
universal and anonymous subject which is the tsgif’ (69-71).

Postmodernist critique of previous theories anchonst provides tools of
which to dismantle dominating panoptic metanarestiwery briefly, postmodernists
generally propose that we have entered into a m@wdere we become aware of our
own illusions - which the metanarratives providme consequently feel
disillusioned, alienated, experience the humanexce as meaningless, and so on.
Also, postmodern critical schools include decordtom, which ascertains the
‘undecidability’ of texts, essentially making it pussible to find one ‘true’ meaning

of a text. These concepts, as much as they maythedioat of or overthrow
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oppressive and limitative metanarratives, may readsnse of hopelessness in
attempting to communicate and search for meaniogeder, Lyotard points out that
even if “[m]ost people have lost the nostalgiatfa lost narrative” since modernism,
“[i]t in no way follows that they are reduced torbarity. What saves them from it is
their knowledge that legitimation can only sprimgnfi their own linguistic practices
and communication interaction” (41). It is stillggible to make sense of things when
applying “[t]he little narrative, [petit récit]” wish “remains the quintessential form of

imaginative invention” (60). He explains that:

A selfdoes not amount to much, but no self is an isleadh exists in a
fabric of relations that is now more complex anditethan ever before.
Young or old, man or woman, rich or poor, a persaways located at
“nodal points” of specific communication circuitspwever tiny these may
be. ... No one, not even the least privileged amengs ever entirely
powerless over the messages that traverse anibpdsinself at the post of
sender, addressee, or referent. (15)

For feminist critics it is interesting to investtgaghese metanarratives, for instance the
hegemony of the patriarchal structure, to lookat'truths’ it has arrived at. A
postmodernist attitude towards such a metanarrate@es a space for others than the
so-called ‘middle-aged Western white males’ whestdrically, have had the privilege

of constructing these metanarratives. As Angela dbdie claims:

...postmodernism has enfranchised a new body @lféctuals: ‘the coming
into being of those whose voices were historicdflywned out by the
(modernist) metanarratives of mastery, which weriin both patriarchal
and imperialist.’ (In Storey, 151)

To rid the world of all its current metanarrativesn impossible task, since some
form of framework is necessary in order to havé&actured society and to abandon
all metanarratives before new and possibly bettanéworks are established might

be as dangerous as attempting to repair a boairbpletely taking it apart while it is
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still on water. It is, however, possible to realared keep in mind that current
metanarratives only function as working theoribaf their parameters are only
provisional, so that they cannot provide absolutehanging truths. Barbara Creed

suggests that:

Perhaps Lyotard is ‘correct’ to recommend at |g@stprovisional
abandonment of all ‘Truths’ in favor of the shoatrratives which the master
discourses have attempted to suppress in ordeittate their own
positions. (1998 364)

The act of listening to all these voices, all thledrt narratives,’ that come out of the
space opened up by postmodernism - and perhapsia@gpthe voices that do not
conform to a current metanarrative - points bacRiteranco’s idea of an extended
democracy. This extended version would encompasstyand diversity, including
voices that have previously been drowned out, amddvmake for a more balanced
society and closer to a realization of an exteradbsdocracy. The next part of this
chapter will look at how the ‘short narratives’tiiziFranco provides by sharing
stories of sexual harassment and violence countetitiee metanarrative that

feminism has achieved what it set out to do.

2. 2. The Individual Experience: DiFranco’s Stories

dont’ tell me what they did to you
as though you had no choice
tell me isn't that your picture
isnt that your voice
if you dont live what you sing about
your mirror is gonna find out
-- Ani DiFranco, “Million You Never Made®

there are some things that you can't know

22 Not a Pretty Girl1995
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unless you've been there
but oh how far we could go
if we started to share
-- Ani DiFranco, “Work Your Way Out®®

True to the third wave technique of consciousnassnag, Ani DiFranco’s apply her
lyrics as a tool to express examples of individaalale experiences. She displays
both the consciousness of being an individual hum#man urge for self-
preservation through the sharing of experiences, iarorder to be true to her
individual self, makes clear that her experiencesrsherently female. In “Hour
Follows Hour” she sings: “cuz i have had somethimgrove / as long as i know
there’s been something that needs improvement yandnow that every time i

move / i make a woman’s movemenidt a Pretty Girl1995). In “Looking for the
Holes” she is commenting on the importance of agmtive engagement in society: to
‘look for the holes,” ask questions about them aatlsimply ignore them. In an

attempt to explain the perspective from where glealss, she sings:

oh, do your politics fit

between the headlines

are they written in newsprint

are they distant

mine are crossing an empty parking lot
they are a woman walking home

at night alone

they are six string that sing

and wood that hums against my hipbone
(Not So Sofi991)

Here we find that she expresses an emotion inhtwembmen, namely the unease a
woman feels being alone in an empty parking latigit; the fear that (almost) only a
woman can have of becoming the victim of sexuaas®r rape. The feeling is as
familiar and as close to her as when she playgiigr and can feel the sound of it in

her bones. Her personal politics are thus bour tmarked by the fact that she is

Z Ani DiFranco1990
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defined and categorized in a specific gender glpugociety, in a similar way that the
politics of a person of color or a person with satlility are bound to be marked by
their social definitions and categorizations. Helitis are also marked by how she
socially defines herself.

Gender theorists speak of ‘embodied discoursestpdain the frame of
individual communication. The term derives from k&t Foucault, who spoke of a
“simultaneous process of subjectification and entbedt” in criticizing Marxist and
psychoanalysis. In their book on gender commuinisaCharlotte Krolgkke and

Anne Scott Sgrensen explain how Foucault argues tha

...our current ideas, institutions, and behavidtgpas are to be understood as
discursive regimes. These regimes structure ogtenge as a series of
historically and culturally situated interpretatsoof what is to be human,
which we simultaneously live and become by chooaimgjinhabiting the
embedded subjective positions. (2006 34)

For their analyses, they choose to draw on theopegnce turn theory and third wave
feminist transversal politics to arrive at whatytloall ‘transversal discourse analysis’
(TDA). The theory of performance turn in their dission is built on performance
theory, cyborg theory and transgender thébiey explain how performativity
shows “gender/sex as a complex set of discursizetiges ... that produce the effect

that they are said to name” (157). Krolgkke anceB8gen further explain that:

[tlhe performance turn marks a move away from timgland acting in terms
of systems, structures, fixed power relations, thedeby also ‘suppression’ —
toward highlighting the complexities, contingenciasd challenges of power
and diverse means and goals of agency. ... [t]Hernpeance turn is
connected to a broader intellectual transformaii@ih)

Focusing on and turning the performativity of sexider highlights embodied

discourses that frames individual thinking and b&raConcrete examples of

24 Concepts applied by Judith Butler, Donna Haraway 2udith Halberstam respectively.
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‘embodied discourses’ can be found in Anna Mehthlan Bondi's article

“Embodied Discourse; on gender and fear of violiit899), where they apply the
concept to discuss how men and women speak wherilulag their experiences and
actions in dealing with violence and fear. Theysdaonsciously or unconsciously, or
perhaps semi-consciously, according to their gerdletentities.

Their article is an analysis of how a sample oferaald female students at the
University of Edinburgh experience physical anduséxiolence in urban space.
They emphasize that although gender is generallyght of as being the product of
social construction “it is possible to think abgeinder identity as both constructed
and lived” (68). A person’s gender identity is thuegh a product of a general social
construction as well as a product of their own eigmees. They furthermore suggest
that it is possible “to interpret gender identigyreeither fixed within existing systems
of meaning nor freely chosen” and “to think of astas agents capable of both
resistance and compliance” (68). Mehta and Bomdi fhat the gender identities of
the respondents in their study is reveal “in tlaeicounts of their experiences of
physical and sexual danger” as well as “the straseiipey employ to guard their
safety” (67). Both their language and their actitwes [thus] be understood in terms
of the discursive production and reproduction ofdgred identities” (67).

Although Mehta and Bondi’'s empirical study was tiglly small, they found
that the men and women who responded to the quesiii@ answered according to

their designated gender groups. They suggest that:

... women’s fear of violence and especially sexi@knce, can be
understood as embodied discourse forged at legsirirby experiences (or
the experience of women close to them) of intimrdaaind/or violent sexual
behaviour, as well as experiences of themselvesyscally vulnerable. (78)

This study serves as an example of how individealbody discourses based on the
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discursive regimes that structure individual’s exige and where discourse becomes
both subjective and material. Mehta and Bondi'kl@show how their respondents
maintain their gendered roles in society by perfagraccording to their designated
gender groups. Thus, their performativity is botiesult and a comment on the
discursive regimes that surround them.

Transversal politics, the second concept Krolgkict Sarensen derive their
analyses from, is a term applied by Nira Yuval-BaniGender and Natiof1997)
which is based on the possibility of dialogue betwe&omen across national, ethnic,

and religious boundaries. Krolgkke and Sgrenselaexfhat:

[w]hat defines transversal politics is not only thet that differences in
nationality, ethnicity, or religion - and henceagenda - are recognized but
also that a commitment to listen and participate thalogue is required.
Yuval-Davis has qualified these methods as ‘pivblb@cause they encourage
participants to participate in a process of ‘rogtend ‘shifting’ and thus to
explore different positions, engage in differengaigations, and eventually
join different alliances. (20)

Yuval-Davis calls this form of dialogue ‘transvdrsan,’ a term that will be discussed
further in connection with location and third spatéhe succeeding chapter.

In describing her personal experiences of sexualsBanent, sexual abuse and
rape, DiFranco is able to raise consciousness arahipally educate her audience.
Such references are especially visible in the sfnogs her earlier albums. The songs
“The Story”, “Talk To Me Now” and the spoken-worgpe “The Slant” from her
eponymous album from 1990 describes how she “ima'syworld / [is] a woman by
birth” and that “in this city / self-preservatioms/a full time occupation” (“Talk To
Me Now”). In “The Story” she describes experiencihg predatory eyes of men
passing on the street, stating that “this strembtsa market / and i am not a
commodity.” Furthermore, she explains that “theeesome places that i can’t go / as

awoman i can’'t go there / as a person i don’'t tadon't go for the hey baby what's
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your name.” She makes it clear that these typeslednces are not the result of the
way she behaves, it is because of the simpleliatishe is a woman - as she sings:
“when i'm approached in a dark alley / i don't lifty skirt” (“Talk to Me Now”). The

unease she feels when in the presence of a gramemis further explained as:

the sound of them strong

stalking talking about their prey

like the way hammer meets nall

pounding, they say

pounding out the rhythms of attraction

like a woman was a drum like a body was a weapon
like there was something more they wanted
than the journey

like it was owed to them

steel toed they walk

i'm wondering why this fear of men

(“The Slant”Ani DiFranco1990)

The men’s behavior connotes some sort of an arstiaform of behavior — hungry,
desperate, primal, and intimidating. A woman hereat simply an object, robbed of
her person and worth, but a prey that can be hutdech and ‘slain’ to satisfy the
pack’s hunger. “[W]hy this fear of men” DiFranco maers, not without irony: it
really is no wonder she is afraid of men, but atsame time they do not really scare
her at all, because she can see right through theepassage also contains a
genuine contemplation of what it really is that heexde men so scary to her, and by
extension, to all women. For herself, she has heatyof learning experiences that
might explain this.

“Hide And Seek,” a song that only appears on the dilbumLiving In Clip
from 1997, describes incidents that seem to haveroed during DiFranco’s

adolescent years:

strange men would stop their cars at the curb

say hey sweetheart come here

and i'd go up to their window they’d have theirklwut in their hand
and a sick little sneer
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they say what would you do for a quarter
come on we don’t have much time

and i’d think a minute and i'd say

ok, give me the quarter first, fine

i remember my first trip alone on a greyhound bus

a man would put his hands on me as soon as nilfjht fe
and i remember when i was leaving how excited i was
and i remember when i arrived i didn't feel so well
(“Hide And Seek’Living In Clip 1997)

In “Letter to a John” she describes another indidest can be added to her list of
‘learning experiences’: “i was eleven years ol@ Mas as old as my dad / and he took
something from me /i didn't even know that i h&@ut Of Range 994). Such
experiences are very likely to leave an emotiooal and might explain her often
sarcastic tone in descriptions of harassment osealuo “Talk to Me Now” Ani

DiFranco 1990), she sings:

self-preservation

is a full time occupation
i'm determined

to survive on these shores

Sarcasm can be a way of self-preservation, a tablwhich to deal with the scars,
and using irony in describing these experiencesiting a way of giving herself the
strength to share stories of experiences that nogiierwise be difficult to speak of. It
is also a tool to open up spaces for empowermsi{yagkke and Sgrensen explains:
“Mimicry, irony, and parody now serve to open upags for feminist empowerment
... In which women can subvert dominant culture apeinoup to other ways of acting
and thinking” (158). For instance, in “Gratitudedf Not So Sof(1991), DiFranco
describes an experience she had in London whilmgaw sleep in the same room as
a man. On the official bootlegarnegie Hall 4.6.0Z2006) she explains how she had

lucked out and found a room that she had beeneaffer sublet from a man who was
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going away. The only problem was that he wouldthgisg in the room for two more
days (“Anybody female at this point has transldteat into two more nightstbid.).

DiFranco describes the incident as follows:

we can sleep here like brother and sister,
you said

but you changed the rules

in an hour or two

and i don't know what you

and your sisters do

but please don't

please stop

this is not my obligation

what does my body have to do

with my gratitude?

look at you

little white lying

for the purpose of justifying

what you're trying to do

i know that you feel my resistance

i know that you heard what i said
otherwise you wouldn't need the excuse
(Not So Sofl991)

As the situation changes, she becomes less hundamare of an object: her qualities
as a woman become those of a commodity which caxd&igangedIn describing a
concrete situation, such as this one, DiFrancoigroundlessly and generally
labeling men abusers. She rather creates a valioreent for calling this particular
man one, thus arguing for the fact that they eRidtling the humorous but sharp “i
don’t know what you and your sisters do” to theadiggion works as an
empowerment in a situation where she as a womaresgimed to be the weaker sex.
The statement that “this is not my obligation” het empowers her by placing herself
as the educator. Describing a situation where akénhd to say ‘no,’ the act itself of
saying ‘no,” and then sharing the experience withaudience are acts of removing
women from the role of silent objects to becomindible subjects that can be

sympathized or empathized with — they are actdamfipg women as equals to men in
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relationships as well as in society. DiFranco dessrthe incident of abuse with the
strength and the language of a feminist, seemiadtiing it to her list of learning
experiences to be remembered and shared. Moreaiignitis a small narrative that
pierces a hole in the metanarrative of social hiénawhere men rank higher than
women.

By providing small narratives that counter the mataatives, DiFranco
shifts the focus. It is not that men are the wiliit is that they have been molded into
villains by the metanarratives of society. In “Atter to a John,” DiFranco sings:
“women learn to be women / and men learn to be nf@nt Of Rangel994). Implied
here is the thought that it is not the male sekdparesses women, but the social
structure of our society, where both men and woarerplaced in categories with
adherent and limiting roles of masculinity and femity. In describing situations
where she has been oppressed, harassed, or abusahco is not simply placing
blame on the other sex, but on the underlying &irecThis is an important
distinction which some earlier feminists as welsame critics of feminism have
failed to make, and crucial for the ongoing proaafssreating a better society.

In “Hour Follows Hour” DiFranco describes a difflcuelationship between
herself and another person - presumably a malectwdan be paralleled with the

relationship between men and women in general:

hour follows hour

like water follows water

everything is governed by the rule
of one thing leads to another

you can't really place blame

cuz blame is much too messy

some was bound to get on you
while you were trying to put it on me
and don't fool yourself

into thinking things are simple
nobody's lying still the stories don't line up
(Not a Pretty Girl1995)
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These lines points to the difficulty of determinitigith’ when dealing with human
interaction. Individuals speak and act from themnaconvictions and one individual’s
conceptions and perspectives are ultimately diffiefrom another’s, which results in
their ‘stories’ not lining up and furthermore mak#ame very difficult to place.
Instead of trying to determine who is ‘right’ anthevis ‘wrong,’ the solution is rather
to take responsibility for our own actions, acddat we have different ‘stories,’
compare these ‘stories’ with one another - thesalflsnarratives’ that surround us -

and then discuss them:

we just call it like we see it

call it out as loud as we can

and then afterwards we call it all water over thend
maybe the moral higher ground

ain't as high as it seems

maybe we are both good people

done some bad things

Underneath, it is possible to sense a wish thatevoamd men should not be afraid of
each other, but should try to get to know eachrathe work together to make a
better society. When DiFranco sings: “nobody’s dystill the stories don't line up,” it
is with the understanding that we are all differamtl that we experience things
differently, thus have different narratives. No @x@erience is more important or
more real than the other, but must be added todlective human experience. For
most of our Western history, however, this hashean the case. In “Ani DiFranco

and Sekou Sundiata In ConversationVerseq2007) she explains:

When I look at things like peace and justice is thiorld, naturally, it is my
womanhood that looks. And | see patriarchy at tfwe of social injustice and
war. Patriarchy, an undisputed fact of human sgdiginherently
imbalanced, and nature favors balance. | beliegesiiift in consciousness
that is a prerequisite to peace is the very onevtfiboccur through the
empowerment and participation of women in sochtiien we will finally
incorporate ideas like personal freedom and autgnaiith the
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understanding that no one exists except in relatathers (sic). This
interplay between masculine and feminine wisdonthéworld around me
and within myself, is at the core of my writer'sie®, my life experience, and
my political ideals. (93)

In Ani DiFranco’s feminism, the patriarchal systenthe real villain, placing one sex
above the other and reducing the importance ofdimale. It is that we learn our
designated roles and are made to believe thataiteerue. As a woman she is able to
see the harm patriarchy has done and is contirtoidg to our society from the
perspective of an oppressed. To move beyond taigation is not to forgive and
forget, but to move on with the knowledge we have o use that knowledge to
make a better society because as we “try and keepye on the big picture / the
picture keeps getting bigger” (“Hour Follows HolNbdt a Pretty Girl1995). May we
note that in the quote above DiFranco identifieth lmoasculine and feminine wisdom
within herself - that even though her biologicat gethat of a ‘woman,’ she is in
possession of gender characteristics that are ewlhter both of the dichotomous
genders groups. In doing so, she blurs the meanditigese adherents. In the spoken-
word piece “A Spade” fromReprieve she asks: “how's this supposed to look to me? /
but half of divinity / out there trying to make naony / with only one voice.” It takes
in other words the voices of both groups to makenleay, because if one is silenced
or choose not to take part, all we have is a soio a

This type of feminism, where through the act dirglstories aims to
dismantle hierarchies, to make space for individif&rences, and to make a
harmony of different but equally valuable individlvaices, rests on an inherently
democratic notion. However, in order to be abladcept individual voices as equally
valuable it is important to allow oneself to be e@&ad try to understand these
individual voices. Baumgardner argues for the ingore of what she calls a

‘bisexual consciousness’ and that ‘looking both svaan have a bridging effect in
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the gap between men and women, queers and straigbliically as well as socially

- which would raise consciousness and acceptaniceliofdual voices in a society. It
is important here to point out the distinction efdxuality, the sexual orientation of a
person who is physically and emotionally attradtegersons of both sexes, and
bisexualconsciousness, which describes the psychologiat atperson acquires
when experiencing both sides of the divide. DiFoaisca person who has looked both

ways and can speak first hand with a bisexual ¢ousness.

2. 3. The Bisexual Consciousness

guess there's something wrong with me
guess i don'tfitin
no one wants to touch it
no one knows where to begin
i've more than one membership
to more than one club
and i owe my life to the people that i love
---Ani DiFranco “In Or Out™®

Because there is no single queer or straight exyper, we have no choice but to exploit our
individual strengths and stories for the bettermaingay rights and feminism. Bisexual
women have a particular role in this struggle.
---Jennifer Baumgardnét

Baumgardner argues that it is the LGBT (Lesbian/Biagxual/Transgender/sexual,
also GLBT) movement that is changing the world @fider thinking today, not
feminisnt’. The reason is, as mentioned initially in thisptlea that feminism has
become so embedded in our culture and legal sytahit in many ways is less

visible (35). Very briefly, the roots of the LGBTavement stretches back to the

% Imperfectly1992

% ook Both Way2007 221

2 LGBT/GLBT are the most common acronyms for the emgnt which sometimes extended to
include other sex/gender preferences and idertiifica that are outside the norm, such as Q forégue
or ‘questioning,’ | for ‘intersexed,’ U for ‘unsuyé® for ‘pansexual’ or ‘polyamorous,’ and so on.
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sexual revolution of the 1960s when the variousigsdegan to define and give
names to their sex/gender preferences and idextitig it was not until the 1990s that
the various groups began gaining equal respectntitie movement and outside it.
The movement deals with many of the issues thathiihg wave of feminism which
might lead people to view it as a part of the thiale. However, while LGBT mainly
deals with the acceptance of sex/gender preferemaglentities, the third wave deal
with a wider range of issues. They do overlap iplkeasizing diversity and equal
difference.

Of the four identities in the LGBT umbrella grotlpe least conspicuous one
is perhaps the bisexual. This group still mostlggander the clinically sounding
term ‘bisexual’ and does not have its own term sagkhe ‘gay’, ‘lesbian’ or
‘straight’. According to Baumgardner, the other d®that have been attributed to
bisexuals have generally been negatfve.

It might be useful to mention that ‘queer’ sometsns applied by people who
do not identify themselves with terms offered by thainstream rhetori€.Some
people who could be placed in the category of shisé find the term too limiting
and that it connotes to an inherently either-or wathinking, and dismiss ‘bisexual’
completely. Yet, it might be possible to argue thaexual’ connotes to a ‘both/and’
way of thinking; as occupying a consciousnessithiai-between as well as inclusive

of both of the ordained monosexual orientationsatt then offer a different

%8 [ronically, the term ‘lesbian,’ coined in 1951 ees from the Greek island of Lesbos, the home to
lyrical poetess Sappho who once wrote about her fovwomen. However, Sappho had both male and
female lovers, so, to be accurate, both ‘lesbiad’the adjective and noun Sapphic should describe
bisexuals. (Baumgardner, 50)

2 |In short, the term ‘queer’ is applied in queemityewhich grew out of gender criticism. It is a
contemporary approach to literature and culturectvkiismisses essentialist views of sexuality. Queer
theorists argue that sexual identities are fllidf sexuality is performative, and that the cordafr
sexual identity are defined by representation.H&rrhore, they claim that gender and sexuality, el w
as their respective binary oppositions of masciyiffémininity and heterosexuality/homosexualitye ar
social constructions. Queer theory has been impbirtathe theoretical work of dissolving

dichotomies, questioning categorization and fomipg up a space of discussion about the variety and
diversity of human identity.
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perspective than either of the monosexual sidéiseoqueer perspective, which seems
to dismiss any sides. This perspective can beegp a tool to counter mainstream
rhetoric. Also, as Baumgardner chooses to speaklmexual’ rather than a ‘queer’
consciousness, it might be worth exploring shosthat bisexuality means as it does
describe a group within the queer universe thaloértain characteristics. It can
also function as an example for what happens iem@mhen monosexual orientation
takes precedence over less conventional orientaiosociety.

According to the feminist writer and second wawnicGloria Steinem,
bisexuality suddenly became ‘okay’ in 1990 (Baundgar 2007, 150). Jennifer
Baumgardner writes that for her it “coincides rolyghith the last days of the first
Bush administration and Ani DiFranco’s rapid pertr@aof collegiate record
collections” {bid). The two women locate the beginning of acceptaridesexuality
to between 1990 and 1993, which interestingly ddex with the time of Ani
DiFranco’s emergence as a recording artist. It etsocides with the emergence of
third wave feminists who insisted on subjectivityféminist voice. Subjectivity opens
up for speaking outside mainstream rhetoric, abhid@xual subjectivity thus has the
possibility to describe experiences from both siwfethe monosexual divide as well
as comment on this division.

DiFranco released her first albuAni DiFrancoin 1990 which included not
only songs about romantic love for both women amah nbut also the difficulty and
conflicting notion of having to choose. AlreadyheiFranco subtly expresses
bisexual consciousness in her songs, in additietetatifying the lack of

understanding in society:

we are all polylingual
but some of us pretend
that there is virtue in relying
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on not trying to understand
we're all citizens of the womb
before we subdivide

into sexes and shades

this side

that side

(“Work Your Way Out” 1990)

On her next album, she sings: “love is loose lhifts each time you move” (“Make

Me Stay” 1991). Onmperfectly(1992), however, there is also a whole song
dedicated to in-between sexuality. In “In Or Ow@iFranco comments on the demand
she experiences is put on her to answer whethes stiaight or lesbian: “their eyes
are all asking / are you in or are you out / atidrnik, oh man / what is this about”,

and in resisting being categorized, she singsidtarnyou can’t put me / up on any
shelf / because i came here alone / and i'm garlgave by myself.” Her description
of her own sexuality is both humorous and seritiuguess there’s something wrong

with me /i guess i don't fit in”, and:

some days the like i walk

turns out to be straight

other days the line tends to deviate
i've got no criteria for sex or race

i just want to hear your voice

i just want to see your face

It is as if she with this song, once and for alifas that she cannot be categorized by
the two main groups of human sexualities; that fassible to exist outside the
hegemonic idea that the only option is to choaséClompulsory Heterosexuality and
Lesbian Existence,” second wave feminist poet aimkér Adrienne Rich calls for

moving the focus beyond the realm of heterosexyalitggesting that:

... heterosexuality, like motherhood, needs to begeized and studied as a
political institution— even, or especially, by those individuals whd fleey
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are, in their personal experience, the precursoasnew social relation
between the sexes. (1980 637)

Questioning that heterosexuality is a ‘prefereceéthoice’ will require “a special
quality of courage in heterosexually identified't boat the rewards will be “a
freeing-up of thinking, the exploring of new pattise shattering of another great
silence” and a “new clarity in personal relatioqsii(648). Thinking outside the
realm of the heterosexual paradigm and betweetwih@rdained sexes allows for a
new form of consciousness, and although DiFraneemapplies the word bisexual to
define herself, her resistance of categorizatigpleys a consciousness that can be
identified as in-between or bisexual.

In order to understand what this consciousnessigntas worth looking at
bisexuals as a group within the LGBT movement ansbciety. The bisexuals have
been viewed as a third group that is in-betweerditieotomous hetero- and
homosexual groups, and who can ‘pass’ as bothgktrand gay depending on who
they are dating at the time. Because of this, tiy existence has to some degree
either been overlooked or misunderstood. Someec€timmon worries, or rather
misconceptions, among gays and lesbians regariseguals are that they are
undecided, unpredictable, unstable, and therefatreistworthy, and may, when in
either a homosexual or heterosexual relationshignygtime simply ‘switch’ to the
other ‘side’. A slightly less negative misconceptibut no less dismissive, is more
common among the heterosexual communities. Bisgyusioften viewed as a
temporary stage of experimentation that will evatiyuend and the bisexual will
‘fall’ on either side of the ‘fence’ - most likelyn the straight side. Corinne Bedecarré

vents her frustration with this view in “Swear IwetMoon,” explaining that:

% "Compulsory heterosexuality" was named as onaeftrimes against women" by the Brussels
Tribunal on Crimes against Women in 1976. (Rich)653
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... | have a terrible impatience with what | cakt'insider dismissal" of
bisexuality. | am resistant to having to justifyentplain bisexuality to those
who can unproblematically acknowledge lesbian andrgalities, and yet
roll their eyes and groan if bisexual is addechwlist. As if, as if, as if,
what?! That is my irritation. What is it-too manyd complicated-too fence
sitting?-too 90's-too trendy?-too designer sexyzlibo wannabe?-too add-
on!-too almost het? What is it? (1997, 189-190)

The conception of temporariness occupies a spadedaeré calls the “safety of
public heterosexuality” (190).

The above misconceptions have led gays and lestmansw the bisexuals an
unreliable part of their struggle. However, if bigals are accepted for what they are;
that they in fact are bisexuals and not dormargrbsexuals, it would also be in their
interest that other sexualities become acceptedaiety. The question of reliability
depends then on which part of the struggle is lgbked. If the struggle of the gay
and lesbian communities it is about their spee@ificeptance in society — to be equally
valuable parts of society — it is about changingtdan be called the
‘heterologocentric’ paradigm that ‘logically’ oniccepts heterosexual relationships.
If the struggle is about acceptance for who theyaarsexual individuals, however
people chose to identify themselves, it is alsaualbbanging the paradigm of
monosexualitieas having ontological priority and the hierarchattplaces certain
sexualities above others, such as heterosexualitysahomosexuality - or, indeed,
homosexuality above bisexuality. In the lattergkisal consciousness may have much
to offer.

What the communities on both sides of the dichotam@yperpetuating here is
the rigid notion of monosexualities; that at anyegi time it is only possible to be

attracted to one specific sex or gender. Lisa Hehligues that:

[blisexuality throws into question the legitimadgidity and presumed

%1 *het’ = short for heterosexual
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ontological priority of those categories by chafjiery the notion that

bisexuals consists of two ‘halves’ forcibly gluedjether to make an ungainly
and necessarily unstable whole. It questions theetecy to define

bisexuality always and onip terms ofmonosexualties, as if those sexualities
were ontologically prior to, and constitutive ofsdxuality. (1997 175)

Heldke rejects the notion of ontologically fundanatcategories of sexuality - that
monosexualities holds anpriori existence to bisexuality - and the subsequenonoti
that there is therefore a hierarchy of sexualitgmmonosexuality stands above
bisexuality. Bisexuality represents ambivalencdetision, ambiguity and
unreliability, and in order to make sense of, athpgs to control and contain the
danger that fluidity and messiness of human nandesexuality represent,
monosexual thought creates neatly divided, preseeigand hierarchal categories. As
Heldke argues: “[w]e are all expected to entertddse born into) a sexual category
and stay there” and that “[e]very woman who mowesiad, who changes her mind,
becomes dangerous company” (179). She suggesthémaizing through, with, and
about bisexuality can open new ways of thinkingualsexuality and human nature
that is not readily open to those who theorize drdygn monosexual identities.
Bisexual theorizing can challenge the notion thahan desire is one directional and
open up to the idea that the monosexual constructidisexuals as being confused
or in transition is in fact a confusion locatedts level of categories themselves: “As
such, theorizing and acting from a bisexual idgnepresents a vital - even necessary
- part of any project to resist the oppressivenéssaditional (hetero)sexual politics”
(175).

In this case, the hegemonic status of monosexemhtinctions similarly to
Lyotard’s concept of metanarratives. The rhetdrat tevolves around
monosexualities provides them with precisely theefarching and totalizing

frameworks’ previously mentioned. Consequentlfyiictions as a metanarrative
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within sexual theory. Theorizing and acting frorbisexual perspective, which has
the advantage of perceiving from both sidad occupying its own ‘third space,’ can
counter the hegemonic status of monosexualitiesvamdprovide new insights to
discussions of gender and sexuality. In extensiaan offer a new perspective in
discussions of human interaction and social strecilihis requires sharing and
listening to the experiences - the small narrativeisthose who do not belong to any
‘mono-’ category. Doing so adds knowledge aboutdiversity and transversity of
human nature, and perhaps even helps shift what saght experience as the
oppressive paradigms of society, sexual or/andraibe. As Jennifer Baumgardner

suggests:

[tlo understand women who look both ways requirearimg their stories, not
just noting the sex of their current partner. Anttew you listen closely, it's
apparent these women have learned something cmdledse relationships.
For myself, | can say that having had relationskjik both men and women
has given me information on how to be more libetatéh men, and less
sexist with women. (10)

Obviously, Baumgardner is not suggesting we alltrbesome bisexual, but that there
IS much to learn about humans and human relatrons those who have ‘looked both
ways’; that bisexuality is not simply about beirtgacted and having sexual relations
with both sexes, but about a certain form of camssmess. To make their experiences
audible will, hopefully, teach us about diversitydagrant us understanding and
respect for others - perhaps even to discover songehew about ourselves. When
DiFranco sings: “tonight you can’t put me up on ahglf / because i came here alone
/ and i'm going to leave by myself’, she is resigtcategorization; resisting being
defined by the person she happens to stand nerddigting being the ‘other.” She is
speaking as a subject who is more than simplyigditavhen she is with a man and

more than simply ‘lesbian’ when she is with a woraahe is more than meets the
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eye; more than the sum of her parts.

If we take Baumgardner’s advice and listen to Diles stories, they might
teach us about what it is like to be in betweemtiomosexual divide in the American
society today - keeping in mind that these are peteries of one individual. They
might also teach us to be honest with and abowwebegs and our own experiences,
and to accept other’s experiences as equally vidwadal true. We are after all “stuck
with each other (god forbid!)” (“Paradigninuckle Dowr2005). In addition,
identifying DiFranco’s stories as stories comingnfira person with a bisexual
consciousness makes her stories perhaps even mooetant to listen to, as she
inherently have a perspective that covers botleSidf the monosexual divide. In
fact, it broadens the scope, recognizes the ovarigmnd intertwining elements that
constitutes our societies, and opens up a new $padescussion. This new space can

be described as a space of transversity.
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CHAPTER THREE

Transversity

Perhaps the most arrogant and malevolent delusfdwicoth American power - of white
Western power - has been the delusion of desliaywthite is at the center, that white is
endowed with some right or mission to judge andaak and assimilate and destroy the
values of other peoples.
--Adrienne Rich*

The termtransversityis rooted in ‘transversal’ is a less common wand'fransverse,’
meaning ‘crossing from side to side,” which to nmpilvledge was first applied by
David K. Scott and Susan M. Awbrey in their arti€l@nsforming Scholarship
(1993)* Emphasizing on issues of university training/edioca they apply the term
together with ‘connected university’ and arguedpening up a space for sharing
knowledge. Where the term ‘interdisciplinary’ etgdransferring theories and
methods from one field of study to another, theé@a of transversity is to connect and
create new interactions and intersections in tlaeep of the ‘Multiversity.’ These
spaces encompass not only the disciplines, butlaésdifferent areas of knowledge,
different multicultural groups, linkage to busingsglustry and society, and multiple
missions of teaching, researching, and service tdime thus encourages dialogue
between differently situated individuals and groapsdividuals within a more or
less homogeneous society and also between indigidna groups of individuals of
very different locations in terms of class, ethtyiogender, international relations, and
so on. Where postcolonialism and feminism, espgcialovided the opening up of

spaces where ‘the other’ could have a voice, trars#ty opens up an inherently

% The Location of the PoeBlood, Bread and Poetry/986 [1984] 183-184
¥ C16: from Latintransversusfromtransvertereto turn around. From Latimans across, through
beyond +vertereto turn Collins English Dictionan2003).
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democratic space of dialogue which can functioa apace where it is possible to
speak individually, consciously, and equally; whiemewledge crosses over
boundaries made by difference on equal terms, tsiaiy exchanged, and can it the
most widest sense provide the foundation for a rdereocratic world society. The
first step for transversal communication betweelimviduals and groups of
individuals is the realization of locality and tbffect of canopying metanarratives in

subjective territories.

3. 1. Location and Subjective Territory

you know, i've got experience
looking right past the obvious
and i know what is so big and so close
is always the hardest stuff
for us to reckon with
the hardest stuff to know
dear friends, especially the women
tell me are you up to the task
of turning the wheel of human history
at long last
--Ani DiFranco, “A Spade®

As previously mentioned, Ani DiFranco’s lyrics setarbe derived from her life
experiences, often describing situations and rarghts surrounding these situations.
These situations and experiences do not occur @mtkgmtly of time and place. They
are framed by a certain geographical and tempocation. They are also processed
in her particular subjective conceptual frame witthis location. That DiFranco was
born in Buffalo, New York, in 1970 (and is stilixa today), has lived in New York
and New Orleans, has toured the U.S. extensivalyadso been around the world,

situates her in both a particular geographicalapdrticular temporal location. It is

* Reprieve2006
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important to understand this aspect and takeatactount in order to be able to
extend one’s perspective beyond it. This can bbttarnderstood if we turn to another
nonconformist writer, namely Adrienne Rich. In “MetToward a Politics of

Location” she comments:

As a woman | have no country; as a woman | canivestimyself of that
country merely by condemning its government or doyirgg three times “As a
woman my country is the whole world.” Tribal loyek aside, and even if
nation-states are now just pretexts used by mtiinal conglomerates to
serve their interests, | need to understand hola@mn the map is also a
place in history within which as a woman, a Jelgshian, a feminist | am
created and trying to create. ([1984] 1986 212)

In “The Location of the Poet,” she further explaihat:

As a lesbian-feminist poet and writer, | need tdanstand how thikcation
affects me, along with the realities of blood aneldad in this nation.” ([1984]
1986 183)

By situating herself in a certain geographical sexdporal location, ‘a place on the
map’ as well as ‘a place in history,” Rich is clang a space to speak from and to as
well as admitting to and defining the limitationish@r conceptual perception.

In outlining the history of feminism in their stud§rolgkke and Sgrensen
emphasize that they acknowledge both the geogralpdmic temporal location of
themselves and their study of gender communicalibay call it their ‘situatedness’
and explain how, to them, “the concept ‘transvgrgpitesents feminists with a
theoretical and practical means by whwe, as differently situated women, can
simultaneously acknowledge our diverse positiortsvaork across national, ethnic,
racial, and gender lines” (2006 23). Being situatiiérently entails not only a
geographical and temporal location but also théascampirical and epistemic

position the individual has within that locationvasll as the effects of the canopy of

% Rich refers here to Virginia Wolf’s statemenflihree Guineasghat “As a woman | have no country.
As a woman | want no country. As a woman my couigpe whole world.”
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metanarratives of that location have on the indiaid

As mentioned in the previous chapter, Foucault smdgKpanoptic discursive
regimes’ that structure human existence. The panepbpe can be read as ideologies
or metanarratives within a culture which comparttakres and creates regulated and
normalized spaces. Certeau calls these spaceglarairids’ within which an
individual exists and experiences. Reynolds givesteer name to these grids:
‘subjective territories,” which he defines as: “twdastential and experiential realms in
and from which a given subject of a given hierazahsociety perceives and relates to
the universe and his or her place in it” (1999%2He also defines the individual's

view from within its cellular grid as:

... the scope of the conceptual and emotional expegief those subjectified
by the state machine or by any hegemonic sociesylotsociety (the
university or criminal organizations, for example)Subjective territory is
delineated by conceptual and emotional boundanigsatre normally defined
by the prevailing science, morality, and ideolo@) *

In this sense, the panoptic ideologies or metatiaesaof a society organize the
individual of that society and confine the indivad's existence, experiential and
conceptual space to a certain territory or evewmbatsrritory within a larger
geographical and temporal location.

A particular geographical and temporal locationsists of certain discursive
regimes that define the location and consequepthga@ously or unconsciously affect
and frame the individual perception. The previdugpter explained how gender
theorists borrowed Foucault’s concept of ‘simultauneprocess of subjectification
and embodiment’ to explain how individuals embodcdrsive regimes in terms of

gender. This is apparent in Rich’s reflection tHg}s a white feminist artist in the

% Reynolds and Fitzpatrick here quote from Bryanrdgs’s "The Devil's House, ‘or worse’:
Transversal Power and Antitheatrical DiscoursearfEModern England.Theatre Journa#t9. 1997.
pp. 143-67. 147

" 1bid 146
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United States, | do not want to perpetuate [thelueimism [of white Western power],
but still I have to struggle with its pervasivenessulture, its residues in myself”
(1986 [1984] 184). This reflection shows how Rittirpugh experiencing her
location, embodies the chauvinism of a patriarslalety, but it also shows how she
is aware of the embodiment and how, by being awaakes it possible for her to
resist it.

The concept of embodiment can also be appliedscudsing the discursive
regimes of a variety of subjective locations. Rdga@nd Fitzpatrick explain that

because of the discursive regimes of a location:

[tlhe subject territory is in effect realized phyally (geographically) as well
as conceptually and emotionally; physical constsamfluence the
conceptual and emotional aspects of subjectiviy s they are symptoms
and extensions of these aspects. For example desribie constructed and
monitored life experiences, the subjectivity, obpke occupying specific
social and class identities (male or female; richaor; Catholic, Jewish, or
Muslim, and so on). (72)

Consider the embodiment of social gender rolesroidgkke and Sgrensen’s article
regarding the fear of violence and sexual abusBjferanco’s embodiment of the
inherent and rigid notion of monosexuality in a é@gnic heterologocentric society
and her struggle to define a space of her own.iReglthe pervasiveness and
admitting to the constraints of the discursive megg of one’s particular location is
useful as it discourages prescription and ratheo@mges description of one’s own
location and the understanding that nothing thatid can be held as unchangeable
truths or as descriptions of an overarching redlitst the world of human existence
and experience is a complex and often contradicpage. It encourages dialogue
between individuals of different locations.

Realizing how location affects an individual isligag that one individual’s

language, knowledge and perception are resultsoframe and whatever an
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individual may create ultimately comes from a satije position within this
location. This relates to Lyotard’s descriptionttoé concept of the ‘little narratives’:
the importance of keeping in mind that “a persoalvgays located at “nodal points”
of specific communication circuits” (1984 [1979])1%0 explore how the ‘little
narratives’ are created one must understand thanhthvidual is affected by the
conceptual frames that encapsulate it. In Richéecher location is geographically
the U.S. and her subjective territory lies, botlygatally and mentally, within this
geographical location and includes the canopy sfuisive regimes that comes with
being an American, ‘a woman, a Jew, a lesbian*aridminist’ in this particular
location, all of which provides her with a certgierspective. Rich’s writing is thus
ultimately a result of her time and place and Wl particular understanding she has
of this location and cannot be confused with waptmprovide any universal truth or
reality; rather it is particular to her existentad experiential realm in a geographical
and temporal location. It can, however, be appdiedeference for others and provide
them with a tool; a language to make sense of tweir time, place and individual
person.

Similarly, DiFranco can be placed in the temporairfe from September 23,
1970 until the present time. Geographically, howesige is a bit harder to place. She
was born in Buffalo, New York, a city that once dise have a steel plant. The city is
described in several of her lyrics, among themcHlg Down” (1999) where she
comments on the pollution of the plant that hachitbe town’s main source of
income and the increasing poverty that came wheplédnt was closed and the
workers never saw any signs of the ‘trickle dowaremny’ promised by the
president. “Subdivision” describes the racial siiét still exists in her hometown,

merely one example of what still happens in mosntand cities in the U.S.
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white people are so scared of black people

they bulldoze out to the country

and put up houses on little loop-dee-loop streets
and while america gets its heart cut right out®thest
the berlin wall still runs down main street
separating east side from west
(Revelling/Reckoning001)

Buffalo also lies close to the Canada border, thentry where her mother was born
and where she has visited many times to perfornnr€@£004 270). In “To the
Teeth,” DiFranco comments on gun control in the.lo&rather the lack of it. Her

perception of Canada is clearly expressed at tdeéthe song:

and if i hear one more time

about a fools right to his tools of rage
i'm gonna take all my friends

and i'm going to move to canada
and we're going to die of old age

(To the Teetl1999)

These issues, although they might exist or havaeiin other parts of the world and
at other times in history, are issues that aresgarthe location of DiFranco’s
formative years and that have influenced and castto influence her subjective
conceptual territory.

In addition to Buffalo, DiFranco moved to New Yark1989, where she went
to college, and she has recently bought a houslewn Orleans, making that a city of
residence as well. These three geographical lowatimay be DiFranco’s main
locations, but we must not forget that she hastads@led the U.S. thoroughly and
repeatedly in addition to traveling abroad on lberd. She can therefore be assigned
to more that one particular geographical locatiod may be viewed as a more
expansive citizen of the U.S than most. Her subjegihysical territory can therefore
be said to be more extensive than that of indivM&luédno live in one place all their

lives or who have only occasionally traveled owgditeir safe locations. This is true
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also of her subjective conceptual and emotionatoey, as she is influenced
conceptually and emotionally by each place shéswseach with its more or less
diverse canopies of discursive regimes — which &oléher understanding of what it is
to be a woman, a traveling musician, a bisexudpanist, a mother, and a citizen of
the U.S., to name a few.

The locations that perhaps especially take patigare the places that are
vastly different from where she comes from and veat is used to. In “Every State
Line,” DiFranco describes traveling from state tites experiencing one aspect of

difference in location: the scrutinizing stare ebple that react to the way she looks.

i'm in the middle of alabama

they stare at me wherever i go

i don't think they like my haircut

i don't think they like my clothes

i can't wait to get back to new york city
where at least when i walk down the street
nobody ever hesitates

to tell me exactly what they think of me
(Imperfectly1992)

This experience is also described in “Little Pla§iastle”:

from the shape of your shaved head

i recognized your silhoutte

as you walked out of the sun and sat down

and the sight of your sleepy smile eclipsed alldtier people
as they paused to snear at the two girls from btgvaen

and i said look at you this morning

you are by far the cutest

but be careful getting coffee

i think these people wanna shoot us

or maybe there's some kind of local competitioreher
to see who can be the rudest

(Little Plastic Castle1998)

Again, DiFranco applies humor and irony to shanegxperience, which serves both

to create distance to the perhaps uncomfortablereqzes, but also to emphasize the
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ridiculousness of such reactions — as if the wpgraon looks provides a complete
picture; that it is superimposed onto all the ofpents that constitute a person.

The particular aspect of experiencing the reaatioother individuals’ subject
territories in regards to difference in appearasamly one of many. Each of the
locations DiFranco visits take part in shaping fwdsjective territory and provide her
with reference points from where and to which tateyrspeak, perform and act.
Understanding one’s subjective territory and houliffers from other subjective
territories is important for discussing and resigtihe discursive regimes of one’s
location. However, Reynolds and Fitzpatrick emptaghat they do not believe the

subjective territory is capable of fully containitige individual.

2. 2. Transversity and Extended Democracy

Transversal politics might offer us a way for muitsigpport and probably
greater effectiveness in the continuous strugghatds a less sexist, less
racist and more demaocratic society, a way of agemwitlyin the political,

economic and environmental continuously changingeods in which we

live and act.
-- Nira Yuval-Davis®

every tool is a weapon
if you hold it right
-- Ani DiFranco, “My 1Q" %

Being content with the idea that the conceptualendtional aspects of an individual
are the product of the panoptic discourses of naetatives of its location, and only
that, is to ignore that we, as reflective indivildyare capable of ‘thinking outside the
box’ and ‘connecting the dots’; that we inhabit #imlities of imagination and

association. Reynolds and Fitzpatrick explain hlogré is a second territory that must

% “Women, Citizenship and Difference” 1997 22-23
% Puddle Divel993
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be considered when discussing an individual's cptuzé space:

Beyond the limits of subjective territory ... likge “non-subjectified region

of one’s conceptual territory,” an open space we‘tansversal territory.™°

It contains all of the possibilities that are ptetdd or excluded by the
practices that the state uses to enclose the $wavjdaeduce him or her to the
proper. (73-74)

They assert that it is possible to traverse thentaties of subjective territory to what

they call ‘transversal territory’ and suggest thabple occupy transversal territory:

... when they defy or surpass the conceptual bouesiafitheir prescribed
subjective addresses. Transversal territory inyesple to deviate from the
vertical, hierarchicalizing and horizontal, homogary assemblages of any
organizational social structure. (74)

The transversal territory is influenced, but cartm®tontrolled, by ‘the state’ or any
metanarratives that canopy the individual’s logatio addition, and more

importantly, this territory can be influenced byet subjective territories. Reynolds
and Fitzpatrick call the deviation from social stures ‘transversal power’ which

they suggests “induces people to transversallyacudss the striated, organized space
of subjectivity — of all subjective territory — aedter the disorganized yet smoothly

infinite space of ‘transversality’” (74%. Doing so in a familiar terrain kindles
anamnesig® a means by which transversal power manifestd:itské remembering
of forgotten practices and the subsequent recartstguor imbuing of them with new
meanings” (75). Anamnesis is thus an inherent aoabillity: it both provides the
means by which to deconstruct old structures ammstruct new ones based on

fragments of the old. | would suggest, however ttemsversal territory also includes

unfamiliar terrains, whether it is another geogreglhor temporal location that can be

‘0 Reynolds 1997:149.

“1bid: 149

2 1bid: 150

“3‘Anamnesis’ = the ability to recall past event;allect. C17: via New Latin from Greek, from
anamimneskeito recall, frommimneskeino call to mind. Collins English Dictionary2003)
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accessed through studying works from other geogeaplocations or through
studying the history of one’s own location, or greounter of the conceptual and
emotional aspects of subjective territories of witlials other than oneself. To
transversally cut across the boundaries of ondggestive territory to this type of
transversal territory induces imagination and assion in addition to anamnesis.
This involves being able to associate elementsofter territory with elements of
one’s own territory — words, metaphors, structucescepts, ideas, and so on — and to
imagine other existences or other structures. mtiidual has the possibility to
transgress the borders of its subjective terribyryrecollecting,” studying and
understanding the narratives of its own particldaation, and through association
and imagination it is able to gain a greater untdeding and tools of resistance.
The idea of transversity relates to DiFranco’s efeentioned idea of an
extended democracy in that it encourages dialogtedzn differently situated
individuals. The inhabitants of an extended demnccan be regarded as citizens
whose most efficient and equal means of commuicatiould be transversal
dialogue. The concept of transversal dialogue @ieg by feminist Nira Yuval-Davis
in her discussion of citizenship in her article “Men, Citizenship and Difference”
(1997). Yuval-Davis bases her discussion on tha tat transversity is an important
tool of which to build coalitions between womervafious locations. She argues that
in a comparative study of citizenship the discussioould include not only women’s
citizenship compared to men but also be relatéd/tonen’s affiliation to dominant
or subordinate groups, their ethnicity, origin amdan or rural residence. It should
also take into consideration global and transnatipositionings of these
citizenships” (4-5). As much as there is a neecéalition-building between women,

it should not be done in an uncritical and homozgional way. Women exist in
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different locations and occupy different territari@nd rather than assume that all
women want the same things and prescribe a themApaa method that will work
for all women, there should rather be made spacdiftogue. She explains that the

transversal approach:

... is based on the epistemological recognition ¢#laah positioning produces
specific situated knowledge which cannot be butirdimished knowledge,
and therefore dialogue among those differentiatigifoned should take
place in order to reach a common perspective. (19)

In a similar vein Ruth Lister’s “Dialectics of Citnship” argues that discussing
“citizenship provides an invaluable strategic tletical concept for the analysis of
women's subordination and a potentially powerfuitisal weapon in the struggle
against it” (6). Lister explains how Yuval-Davisagirs on the work of a group of
Italian Bolognese feminists and calls this transakty a process of ‘rooting’ and
‘shifting’ in which individuals “remain rooted irheir own identities and values but at
the same time are willing to shift views in dialegwith those of other identities and
values” (19). When each individual or each groupvathemselves to ‘root’ and
‘shift,” new insights are arrived at, which enabhesv positions to emerge when these
new insights are acknowledged.

The process of transversity makes it possible ttewithe scope and creates
the possibility for new, diverse and progressivaotietical and practical frameworks.
The transversal approach Yuval-Davis and Listethajprelation to citizenship can
however be applied beyond the realm of feminismwoachen’s position in
patriarchal societies, from the meeting of two @renindividuals within a group to
the meeting of two or more groups of individuats;isties, or even nations. It can
also work both vertically and horizontally, withéamd between groups of people. The

element of dialogue within transversity connectBteranco’s idea of an extended
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democracy as it encourages the opening up of agpatallows a multitude of
differently situated voices to engage in dialogukere these voices can ring freely
and equally; and where new and possibly bettengements can be discussed and
agreed upon.

Although DiFranco never applies the term transwersiher lyrics and may
not think in terms of transversity when she writgsgaks or acts, it is still clearly
present in the way she approaches and discussess/&sues. In “Willing to Fight,”
she encourages her audience, and perhaps remirsadf h® be aware of, pay

attention to, and search for what exists outsidesoown particular subjective frame:

you got to look outside your eyes
you got to think outside your brain
you got to walk outside you life

to where the neighborhood changes
(Puddle Divel993)

To encourage trying to discover what lies outside’®own subjective territory is to
encourage openness and acceptance for othertiegitbat one’s own, and to admit
the limitedness of one’s own conceptual territ@lye is also arguing for working

toward equality between different subjective terrégs and the importance of being

open to and accepting difference in “Overlap”:

i search your profile

for a translation

i study the conversation

like a map

‘cause i know there is strength
in the differences between us
and i know there is comfort
where we overlap

(Out of Rangel994)

DiFranco acknowledges that there is ‘comfort’ whisve conceptual territories are

similar because similarity creates a ‘comfort zomeére there is not much that
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contradict the ‘truths’ that exists there, but alsknowledges that there is ‘strength’
where the two territories are different becauseiit the meeting of difference that it
is possible to expand one’s horizons and gain atgreomprehension. DiFranco is
searching for ‘a translation,” a means of undedtay) it seems, because she senses
that the language of her subject territory onlyes her with a particular frame of
understanding and she is searching to expand losvi&dge and learn other
‘languages.’ In “The True Story of What Was” shentoents on the difficulty she has
with how words, our most important means of comroation, are also a source of

misunderstanding, distortion and excess:

real is real regardless

of what you try to say

or say away

real is real relentless

while words distract and dismay
words that change their tune
though the story remains the same
words that fill me quickly

and then are slow to drain
dialogues that dither down reminiscent
of the way it likes to rain

every screen

a smoke screen

oh to dream

just for a moment

the picture

outside the frame

(Educated Guesa004)

However, words are one of the tools she has to wittkbesides music, so despite
her momentary frustration with their inability tender what is ‘real’ she tries to apply

them as pointedly and as clearly as possible:

i build each one of my songs

out of glass

SO you can see me inside of them
i suppose

(“Overlap”)

96



The opaqueness of her songs invites others to erigatansversal dialogue with her
as well as with each other; to study her subjeatomceptual and emotional territory
as one of many, one that is particular to her qua#y relevant to the greater
multitude of the ‘worldsong®

Transversity can work particularly well when apgligeyond the cellular grids
of subject territories within a society as it indaanteraction and dialogue on equal
terms between different societies. In “Self EvidddiFFranco encourages celebration
of the multitude of voices as she turns the metaphdrinking whisky to drown the
pain of 9/11 to toasting various individuals whaugld be included in the extended

democracy:

So here’s a toast to all the folks that live ingséine
afghanistan iraqg el salvador

here’s a toast to all the folks living on the piidge reservations
under the stone cold gaze of mount rushmore
here’s a toast to all those nurses and doctors

who daily provide women with a choice

who'd stand down the threat the size of oklahorma ci
just to listen to a young woman'’s voice

here’s a toast to all those folks on death rowtrigiw
awaiting the executioner’s guillotine

who are shackled there with dread

who can only escape into their heads

to find peace in the form of a dream

peace in the form of a dream

peace in the form of a dream

(So Much Shouting, So Much LaugH2602)

By inviting them all into the multitude, DiFrance extending the fundamental
notions of democracy to include the subjectivetmies of individuals that are
vertically and horizontally marginalized, natiorya#ls well as internationally, making

them all citizens on equal terms within an extendeahocratic world society.

4 From the liner notes iAni DiFrancoreferred to in Introducton.
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The transversity that is constituted by and comisti¢é of DiFranco’s work is also to a
high degree present in the works of the individualhe particular continuum of
American nonconformity described in Chapter 1hibws itself in the forms of
anamnesis, imagination and association and | wewdgest this is primarily due to
their apparent need for and acts of traveling # continuum where Emerson and
Whitman were trying to identify and define Amerasia whole and DiFranco now is
trying to identify and define as being an indivitlpart of. The tension between the
overarching metanarratives of their times and iooatand their constant moving and
experiencing new territories is visible in theirgtio renderings. Whitman’s incessant
walks around the city and his seemingly unquen&httist for knowledge
continually led him to enter the transversal tergitand reshaped his conceptual
frame with every turning of corners. It resultedstieotably in an epic poem that
sought to encompass the multitude of the Americhadnwvhich he continued to revise
throughout his life due to the impossibility of engpassing something that is so vast,
complex and forever changing. DiFranco body of wiarkctions in a similar way, but
instead of trying to encompass all that is in otdemake sense of it, she rather tells
stories that describe her surroundings and hovesperiences them. These stories
function as parts of a larger body of work in theéxican and even world literature.

In this continuum, the Beat Generation and Ginskesg trying to deal with
disillusionment and disempowerment, elements thatddco is still battle with at
present time. Allen Ginsberg, part of a generatibdiscontentment with that which
was immediately available in the 1950s Americanetgcwas also a restless traveler
searching for ‘'something else,’ from state to sta#&merica, then abroad to places
such as Paris and Tangier, then back again — anddidn it all over again. This is

apparent not only in the themes and topics of bes, but also in their
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compositions. Transversality can be found in Gingbgoetic renderings of constant
encounters with new territories, from the meetinthweople of other social statuses
and other religious convictions than himself to tieeting of individuals who
inhabited other locations, and the dialogues hag®ed in, both with himself and with
others®

In counterculture era of the 1960s, Dylan appliegltechniques of oral
storytelling and operated with ‘masks’ in ordetdd lies that revealed the truth.
DiFranco can also be found carrying forward in gy these techniques to
comment on the masks put on her and offering varsades of her own identity to
reveal the complexity of her identity. Also Bob Bglis a traveler. His initial search
for musical inspiration led him to New York andritdhere Dylan traveled
incessantly on his tours, each new location progdortitude to his transversal
power. The lyrics he has written come from thevidiial receptacle that is his poetic
mind and are the results of his subjective con@ftame encountering new
locations and territories, each of the encountarssiversal in nature. Similarly to
Ginsberg and Dylan, DiFranco’s continuous touriag ked her to have encounters
with a large number of locations and other subjedterritories, continuously shaping
her own conceptual frame.

These individuals’ constant search, experiencingesy locations, encounters
with new territories within each new location, ahdir urge for defining what they
experience resulted in works drenched in anamness®ciation and imagination and
constantly revised subjective conceptual territoriehe works of these individuals are

in themselves transversal but can also be traraeepplied by other individuals to

5 Time Square hustler Herbert Huncke is said tdbesburce for the word ‘beat’ “The beats found
Huncke a fascinating character. As Ginsberg ptiéty were on a quest for 'supreme reality’, and
somehow felt that Huncke, as a member of the utalrdad learned things they were sheltered from
in their middle/upper-middle class lives" (httpr//@ikipedia.org/wiki/Beat_generation).
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expand and evolve their own subject territory @&y thpen up a space and invite

discussion and dialogue about different territories
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CONCLUSION

The poet’s mind is in fact a receptacle for seiang storing up numberless feeling, phrases,
images, which remains there until all the particldsich can unite to form a new compound
are present together.
--T.S. Eliot*

Through circulation the multitude reappropriatesasp and constitutes itself
as an active subject. When we look closer at hasctimstitutive process of
subjectivity operates, we can see that the newespaie described by
unusual topologies, by subterranean and uncontdendbzomes—by
geographical mythologies that mark the new pathdestiny. ... This is how
the multitude gains the power to affirm its autogptraveling and
expressing itself through an apparatus of widespréi@nsversal territorial
reappropriation.
-- Antonio Negri and Michael Hardt

The idea of transversity is particularly relevantiealing with a world that is growing
more and more globalized. It is important for indivals of all vertical and horizontal
positions of all societies around the world to imsathat we share the same space; that
we are all citizens of larger geographical and teralplocation and we inhabit
particular subjective territories within this loiat that do not necessarily coincide,
yet are parts of a whole. Transversity is a coesire tool to induce respect and
dialogue between differently situated individuaisl groups of individuals and it is a
crucial tool in the evolution of human consciousnéiFranco has shown that she
inhabits transversal power as she has throughaouifé@pplied anamnesis,
imagination and association in hgatit récitsto comment on and resist the social
climate of her location in her lyrics as well aghie choices she has made in her life.
DiFranco’s continually evolving third wave femingrspective and bisexual
consciousness outlined in Chapter 2 addresseddaeof how an underlying

transversity can be found in her subjective conedgtame. Third wave feminist

“6T. S. Eliot.Norton Anthology of Theory and Criticisi2001. 1096
47 Negri, Antonio and Michael HardEmpire Harvard University Press. London, England. 2090-3
398
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thinking, theoretical and methodical strategiesiodnce individuals to step outside
their own ‘comfort zones’; visit spaces of margityahs well as to invite the erasing
of limiting boundaries. Similarly, the awarenesssfexual consciousness can induce
individuals to reject the hegemonic heterosexughras well as observe and
transverse the lines between the monosexual diBio third wave feminism and
bisexual consciousness are to some extent inhgrteatisversal as they operate in the
in-between of two or more hegemonic spaces. Shatorges from the spaces of the
in-between and the margins invites to dialogue betwindividuals of different
locations and ‘situatedness,’ particularly betwe®men but also extendedly between
humans regardless of sex/gender or anything edgealistinguish individuals. This
creates an inherently transversal space whereithgils are on equal ground and
inhabit voices with equal fortitude: a basic denadicrnotion.

The continuum of nonconformity in which DiFranccshHzeen placed here is a
continuum where the words of the writers of the |Bition of Independence
provided a founding idea of democracy but also eraxged continuous revision and
resistance to elements that do not serve the pebpieis an idea which DiFranco
now carries forward in an idea of an extended wversi democracy, to be applied not
only in political terms but also in social terms:equal interactions between various
horizontal and vertical levels. This version enem@s extending our focus beyond
our ordinary perspective and to welcome and trassallg interact with the variety
and diversity that exists outside our own particslzbjective territory. The idea of an
extended democracy works particularly well in cartima with transversity as it is
only with freedom of expression and the acceptafckfferent but equal voices that
both democracy and transversity come to their $tille

There is much yet to be discovered in the spacsvesity opens, and this
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thesis has perhaps only scratched the surface pbiential. The world holds many

stories that should be noted and listened to. perAai DiFranco says it best:

‘cuz somewhere between Hollywood and its prettyphegss
and an anguish so infinite it's anybody's guess

is a place where people are all teachers

and this just one long class

(“Knuckle Down” Knuckle Dowr2005)
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