What kinds of depictions of women do feminists favour? How could you change the characterisation of women in your transformation? 

· Women supporting one another – the sisterhood of women. 

· Emphasising positive attributes of women such as nurturing nature. 

Feminist theory
Tyson, Lois. Critical Theory Today: A User-Friendly Guide. New York & Long: Garland Publishing, 1999.

Comment: Good quotes for explaining focus of feminist literary theory. EW
Feminist criticism is concerned with "...the ways in which literature (and other cultural productions) reinforce or undermine the economic, political, social, and psychological oppression of women" (Tyson). This school of theory looks at how aspects of our culture are inherently patriarchal (male dominated) …. 

Though a number of different approaches exist in feminist criticism, there exist some areas of commonality. This list is excerpted from Tyson:

1. Women are oppressed by patriarchy economically, politically, socially, and psychologically; patriarchal ideology is the primary means by which they are kept so

2. In every domain where patriarchy reigns, woman is other: she is marginalized, defined only by her difference from male norms and values

3. All of western (Anglo-European) civilization is deeply rooted in patriarchal ideology, for example, in the biblical portrayal of Eve as the origin of sin and death in the world

4. While biology determines our sex (male or female), culture determines our gender (masculine or feminine)

5. All feminist activity, including feminist theory and literary criticism, has as its ultimate goal to change the world by prompting gender equality

6. Gender issues play a part in every aspect of human production and experience, including the production and experience of literature, whether we are consciously aware of these issues or not (91).
Typical questions from Tyson:
· How is the relationship between men and women portrayed?

· What are the power relationships between men and women (or characters assuming male/female roles)?

· How are male and female roles defined?

· What constitutes masculinity and femininity?

· How do characters embody these traits?

· What does the work reveal about the operations (economically, politically, socially, or psychologically) of patriarchy?

· What does the work imply about the possibilities of sisterhood as a mode of resisting patriarchy? Comment: Would introducing sisterhood/female solidarity be one way to transform a fairy tale text? EW
Tyson, Lois. Critical Theory Today: A User-Friendly Guide. New York & Long: Garland Publishing, 1999.
……………………………………………………………………………………………………………………………………………………
Feminism is perhaps less of a unified school of thought, more a social and intellectual movement and a forum of debate. On the one hand, feminist theorists champion the identity of women, demand rights for women and promote women's writings as representations of the experience of women. On the other hand, they seek to examine and critique the heterosexual patriarchy that seeks to organise culture in terms of opposition between man and woman. Such criticism re-examines women's literature of the past and present with raised awareness of female and male stereotypes, women's economic and social situation ………
From Sibelan Forrester, Lecture notes for February 16, 2004 -- feminist readings of fairy tales

 http://www.swarthmore.edu/Humanities/sforres1/syllabi/Tales/notes
Feminist Readings of Fairy Tales (GOOD QUOTES)

Sibelan Forrester, Lecture notes for February 16, 2004 -- feminist readings of fairy tales

Fairy tales are not neutral or ‘innocent’ – they can influence, even harm young minds, through developing unrealistic romantic ideals and expectations. For example,  after we acquired the video of Disney's Cinderella, my then 3-year-old watched it seventeen times and started coming home from day care talking about marrying various kids from her day care center (at one point her intended was one of the other girls, though after a few days she came home and explained that two girls couldn't get married, so I knew one of the teachers had been correcting her misconceptions for her; at one point she said she would marry two of the little boys, and added, "They're my princes"). We call this process of adopting values and attitudes from arts and literature in this way, “acculturation” or the acculturation process”. 
Other good ideas/quotes:

As Judith Fetterley says, "Feminist criticism is a political act whose aim is not simply to interpret the world but to change it by changing the consciousness of those who read and their relation to what they read."
http://classiclit.about.com/od/literaryterms/g/aa_feminist.htm
A few good quotes from Lieberman, Marcia R. “‘Some Day My Prince Will Come’: Female Acculturation Through the Fairy Tale.” College English 34 (1972/73): 383-395.: p. 187: "Millions of women must surely have formed their psycho-sexual self-concepts, and their ideas of what they could or could not accomplish, what sort of behavior would be rewarded, and of the nature of reward itself, in part from their favorite fairy tales"; p. 188: females are rewarded for passive beauty, males for being "bold, active, and lucky"; p. 189: and marriage is the outcome -- the reward, or something the punishment, of the heroine. On p. 192: "the helpless, imprisoned maiden is the quintessential heroine of the fairy tale"; it teaches passivity On p. 194: "Submissive, meek, passive female behaviour is suggested and rewarded by the action of these stories"; p. 197: "Powerful good women are nearly always fairies, and they are remote: they come only when desperately needed" -- The possible message that power itself makes a woman ugly, threatening, and scary? More from p. 197: "What is praiseworthy in males, however, is rejected in females; the counterpart of the energetic, aspiring boy is the scheming, ambitious woman"; pp. 199-200: "In effect, these stories focus upon courtship, which is magnified into the most important and exciting part of a girl's life, brief though courtship is, because it is the part of her life in which she most counts as a person herself. After marriage she ceases to be wooed, her consent is no longer sought, she derives her status from her husband, and her personal identity is thus snuffed out. When fairy tales show courtship as exciting, and conclude with marriage, and the vague statement that 'they lived happily ever after,' children may develop a deep-seated desire always to be courted, since marriage is literally the end of the story."

Another question that might concern a student of Folklore: why would parents buy those Disney movies for their kids? Are they completely unsuspicious of the ideological content of the movies and the potential influence on kids' expectations and behaviour? Or do they want their kids to fit in, to be happy with this society, and to marry and dutifully produce grandchildren!?

------------------------------------------------------------------------


                     It is clearly evident that many fairy tales of childhood tend to shape the reader. Certain moral codes and ideals are tightly woven into the text of many fairy tales, promoting or denoting a character’s actions. In the Grimm’s fairy tales Cinderella, Brier Rose, and Rapunzel, the heroines of these tales exhibit strong behavioural codes, thus providing opportunity for the young female reader to relate to the damsel, or to model herself to behave in a similar fashion. In accordance with Marcia R. Lieberman’s essay, “ ‘Some Day My Prince Will Come’: Female Acculturation Through the Fairy Tale,” I agree with the assertion that positive traits in fairy tale indicate reward, while the negative characteristics bring misfortune. A heroine in a fairy tale is to be seen as a mentor, a model to easily portray what is right, and what is inherently wrong. For instance, a passive heroine proves to bring eventual reward through pain and suffering, while a female who is assertive, either mentally or physically, is shunned. Suggestions integrated throughout the text of the three tales provide strong evidence as to the desired morals and values of the society in which the tales were written. Through the examination of tales, their inherent messages surface. Children’s perceptions of fairytales can go a long way towards shaping social interactions among said children. Passivity is a major player in the personalities of Rapunzel, Cinderella, and Sleeping Beauty. Rapunzel relies completely on a determined prince to escape her imprisonment; Cinderella uses a fairy godmother to help her cause and Sleeping Beauty waits until Prince Charming wakes her. Children could see these characterizations of women and begin to intertwine them with their own budding personalities. Boys begin to see women as weak and Girls may interpret these behavior traits as indicative of their being the lesser part of relationships with men. Sexual roles, although not overtly discussed within the pages of fairytales, becomes the focus for these young people. Marcia Lieberman reiterates the idea of inherent roles stating, “a picture of sexual roles, behavior psychology, and a way of predicting outcome or fate according to sex”(Lieberman, 384). As they grow older, the children may begin to fall into the roles they discovered in the fairytales; boys begin to act out the ‘hero’ role and girls become passive, receptive to the male’s ideas before their own. Throughout Cinderella, the jealous sisters are constantly oppressing the heroine of the tale. The sisters, who enslave Cinderella to complete chores around the palace, portray strong, ill natured, and above all, jealous characters. In contrast, Cinderella represents a relatively passive, young, and beautiful woman. However, in contrast with Lieberman (389), Cinderella is not passive in completing her tasks about the house. Stating, “the system for rewards in fairy tales […] equates these three factors: being beautiful, being chosen, and getting rich,” Lieberman acknowledges the relationship between beauty and eventual success (386). Beauty, however, hides within Cinderella’s actions. The words, “After leaving her slipper at the ball she has nothing more to do but stay home and wait,” expressions of description, Lieberman suggests that Cinderella exhibits at the core of her emotions, meekness (389). Cinderella’s submissiveness is rewarded with the introduction of the prince and her eventual happily ever after status. Rewards only pertain to those who have struggled, and therefore prove worthy. Upon her birth, the heroine receives four gifts from fairies: virtue, beauty, wealth, and the curse of a seemingly endless sleep. Three of the four gifts bring lifelong success and happiness, while the latter handicaps her maturation process. Proclaiming, “the prettiest is invariably singled out and designated for reward,” Lieberman identifies the tendency for fairy tales to equate beauty with success (384). Once again, the beauty of the heroine arrives as a result of her state of passivity, her intense sleep. The statement, “ she does not have to show pluck, resourcefulness, or wit; she is chosen because she is beautiful,” Lieberman explains the heroines ability to attract the eye of others (386). For it is merely the heroine’s immense beauty that persuades the prince to ride through the forest of thorns in order to reach the heroine and to rejuvenate her from her sleep. Once again, as a direct result of her beauty, the heroine is rewarded for her beauty and all of the obstacles it brings. Proclaiming, “good, poor and pretty girls always win rich and handsome princes,” Lieberman presents marriage as a reward (386). This not without its drawbacks in the development of young children’s perceptions of marriage; Lieberman points out that “Since girls are chosen for their beauty, it is easy for a child to infer that beauty leads to wealth” (386). Children see the opportunity to profit and run with the concept that the only way to be happy is to live a life that “equates these three factors: being beautiful, being chosen, and getting rich”(Lieberman, 387). Woe to the little girl raised on stories of women only able to marry or be loved if they are pretty. The girls can develop a trait of caring much more for their appearance and if ever they are spurned from marriage it may not be taken on its merits, instead seen as a sign that the girl is ugly, not chosen, not rich and consequently not happy. Boys also see this and become obsessed with money; not willing to conclude the accumulation of wealth is so they can get a pretty girl. Without a doubt children can internalize many of the actions, roles, behaviors and psychology presented to them in fairy tales. Passive heroines are beautiful. In return for such beauty, the maiden is chosen, married, and loved by the hero. This process leads not only to beauty by means of passivity, but also to security and happiness. Assertion equates not only with beauty, but ugliness and misfortune as well. Boys in turn develop a sense of responsibility and see themselves in the dominant role. In other words, they must save the day by getting the girl and then of course spreading wealth. For the young girls of the fairy tale audience to acknowledge that they must act out roles similar to the behaviour of the heroines in the three tales under examination, thus guaranteeing eternal wealth and happiness. Boys will see the same roles played out and revert to the breadwinning hero role. Lessons portrayed throughout the story are epitomized by Marcia Lieberman to support the notion of love, success, and failure.

Reference: 
Lieberman, Marcia R. “ ‘Some Day My Prince Will Come’: Female Acculturation Through the Fairy Tale.” College English 34 (1972/73): 383-395.

Feminist   Literary   Criticism

Critique of Patriarchy 

Patriarchy is the systematic social, political, cultural and economic domination of women by men. 

While not all men are actively responsible for this domination, feminist critics argue that it suffuses all 

parts of Western culture, affecting people in ways both obvious and subtle.

 Feminist criticism seeks to expose this patriarchy in literature, in terms of choices made my characters 

in stories, as well as choices (perhaps unintentionally made) by authors.

 In particular, this analysis focuses on exposing cultural biases that suggest a diminished role for women.

· The positive roles for women are limited to: caretakers, wives, mothers, passive observers.

· Negative roles for women include being leaders, childless, sexually independent, unmarried, 

vocal.

· Women who transgress against this accepted social order are often dismissed as being evil,  mentally ill or  sexually promiscuous.

Critique of Gender Roles 

Feminist critics emphasize the idea that there is a difference between sex and gender. Sex is a biological 

characteristic; gender is a societal construct. This should have a profound impact on the way that we 

think about “appropriate” gender roles. 

· Men and Women should both be able to act in accordance with their desires, not limited to 

societal definitions of what it means to be a man or woman. 

· Women in particular will be freed to explore more options if we abandon this notion of gender. 

Non-Significant Other 

Patriarchal literature treats women as passive recipients of action, not as active participants in their own 

destinies. 

· Men, either unconsciously or consciously, have oppressed women, allowing them little or no 

voice in the political, social, or economic issues of their society; 

· That by not giving voice and value to women’s opinions, responses, and writings, men have 

therefore suppressed the female, defined what it means to be feminine, and thereby devoiced, devalued, and trivialized what it means to be a woman; and 

· That, in effect, men have made women the non-significant other.
From http://home.swbell.net/weatb/Feminist_Criticism.pdf
Feminism

An important precursor in feminist criticism was Virginia Woolf, who, in addition to her fiction, wrote 'A Room of One's Own'(1929) and numerous other essays on women authors and on the cultural, economic, and educational disabilities within what she called a "patriarchal" society that have hindered or prevented women from realizing their creative possibilities. A much more radical critical mode was launched in France by Simone de Beauvoir's 'The Second Sex'(1949), a wide-ranging critique of the cultural identification of women as merely the negative object, or "Other" to man as the defining and dominating "Subject" who is assumed to represent humanity in general; the book dealt also with "the great collective myths" of women in the works of many male writers. In America, modern feminist criticism began with Mary Ellman's deft and witty discussion, in 'Thinking about Women'(1968), about the derogatory stereotypes of women in literature written by men, and also about the alternative and subversive points of view in some writings by women. Even more influential was Kate Millett's polemical and hard-hitting 'Sexual Politics', published the following year. By "politics" Millett refers to the mechanisms that express and enforce the relations of power in society; she represents Western social arrangements and institutions as covert ways of manipulating power so as to establish and perpetuate the dominance of men and the subordination of women. In her book she attacks the male bias in Freud's psychoanalytic theory, and also analyses selected passages by D.H.Lawrence, Henry Miller, Norman Mailer, and Jean Genet as revealing the ways in which their authors, in fictional fantasy, aggrandize their aggressive phallic selves and degrade women as submissive sexual objects.
Barry, Peter. Beginning Theory. An Introduction to Literary and Cultural Theory. 3rd ed.Manchester: Manchester UP, 2009. 118

A major area of inquiry within the feminist approach to literary criticism is to challenge representations of women as "Other", as "lack", as part of "nature"…….
Also, feminists may reexamine power relations in texts and in life so as to break them down, seeing and reading the personal as political and showing the extent of patriarchy…..
Also, recognize the role of language in making what is social and constructed seem "natural" e.g. deconstructing ideology of texts be examining binary oppositions and myth. 
http://www.english-e-corner.com “A Feminist Reader” 2001 Faculty of English Language and Culture, Guangdong University of Foreign Studies.
In so far as feminism undertakes to deconstruct the opposition man/ woman and the oppositions associated with it in the history of Western culture, it is a version of post-structuralism, but that is only one strand of feminism which is less a unified school than a social and intellectual movement and a space of debate. On the one hand, feminist theorists champion the identity of women, demand rights for women, and promote women's writings as representations of the experience of women. On the other hand, feminists undertake a theoretical critique of the heterosexual matrix that organizes identities and cultures in terms of the opposition between man and woman.
Jonathan Culler 
Literary Theory: A Very Short Introduction. 
New York: Oxford University Press. 1997. P 122
First Wave Feminism: Virginia Woolf's general contribution to feminism, then, is her recognition that gender identity is socially constructed and can be challenged and transformed….

Second Wave feminism: Simone de Beauvoir -- -- marks the moment when 'first-wave' feminism begins to slip over into the 'second wave'…. Woman is riveted into a lop-sided relationship with man: he is the 'One', she the 'Other'. ” 'One is not born, but rather becomes, a woman;... it is civilization as a whole that produces this creature... Only the intervention of someone else can establish an individual as an Other.'” Google de Beauvoir/myth/”the other”
An influential example of this approach is the work of Elaine Showalter which focuses on the literary representation of sexual differences in women's writing. The third focus, discourse, has received a great deal of attention by feminists. Dale Spender's Man Made Language (l980), as the title suggests, considers that women have been fundamentally oppressed by a male-dominated language.
If we accept Foucault's argument that what is 'true' depends on who controls discourse, then it is apparent that men's domination of discourse has trapped women inside a male 'truth'……… Most feminists, However, consider that women have been brainwashed by this type of patriarchal ideology, which produces stereotypes of strong men and feeble women….. 
Kate Millett's (Sexual Politics) argument -- ranging over history literature psychoanalysis, sociology and other areas -- is that ideological indoctrination as much as economic inequality is the cause of women's oppression, an argument which opened up second-wave thinking about reproduction, sexuality and representation (especially verbal and visual 'images of women', and particularly pornography). Millett's title, Sexual Politics, announces her view of 'patriarchy', which she sees as pervasive and which demands 'a systematic overview -- as a political institution'. Patriarchy subordinates the female to the male or treats the female as an inferior male, and this power is exerted, directly or indirectly, in civil and domestic life to constrain women. Millett borrows from social science the important distinction between 'sex' and 'gender', where sex is determined biologically but 'gender' is a psychological concept which refers to cuIturally acquired sexual identity and she and other feminists have attacked socia1 scientists who treat the culturally learned 'female' characteristics (passivity etc.) as 'natural'. She recognizes that women as much as men perpetuate these attitudes, and the acting-out of these sex-roles in the unequal and repressive relations of domination and subordination is what Millett calIs 'sexual politics'.

…… In narrative, for instance, the shaping conventions of adventure and romantic pursuit have a 'male' impetus and purposiveness. Further, the male writer addresses his readers as if they are always men,
………..as we have noted in relation to Woolf and de Beauvoir, it is also possible for the female reader to collude (unconsciously) in this patriarchal positioning and read 'as a man'…………. It appears that, for Millett, male authors are compelled by their gender to reproduce the oppressive sexual politics of the real world in their fiction,

Need to look into representations of female as ‘angel’ and ‘monster/whore/madwoman. 

French feminism: Kristeva, Cixous, Irigaray

Deriving from Simone de Beauvoir's perception of woman as 'the Other' to man, sexuality is identified as a binary opposition (man/woman,) which registers 'difference' between groups of people -- differences which are manipulated socially and culturally in ways which cause one group to dominate or oppress another French feminist theoreticians in particular, in seeking to break down conventional, male-constructed stereotypes of sexual difference, have focused on language as the domain in which such stereotypes are structured…..

Raman Selden and Peter Widdowson 
A Reader's Guide to Contemporary Literary Theory. 4th Edition 
Prentice Hall. 1985. 
Gendered Romanticism: Keats

"[Page 184] But Keats remained anxious about his participation in a genre [romance-writing] dominated by women writers . . . . Anxiously trying to develop what might be recognizable as a . . . more virile romance, in La Belle Dame sans Merci, . . . Keats finally allied himself with the male against the female. If we assume that the belle dame is a mortal woman and that she has, however ambivalently and ambiguously, offered the knight or wretched wight the opportunity to experience a reciprocated love, then we must ask why he has lost or refused this love. And if the explanation lies in his dream--"Pale warriors, death-pale were they all;/ They cried--'La belle dame sans merci/ Hath thee in thrall!'"--then we must ask what both the knight and the warriors of his dream have to gain by defining the belle dame as cold, cruel, lacking in compassion--in modern parlance, a "bitch." What the men gain is clear. Even though the knight is left "Alone and paley loitering" in a wasteland where the "sedge has wither'd" and "no birds sing," even though his harsh dream has become his reality and he remains unloved, unloving, even dying, nonetheless he gets to tell the story. The male voice both appropriates and silences the female--we never hear what the belle dame thought or felt. This poem thus becomes, in Swann's memorable phrase, a case of "Harrassing the muse," an unwarranted sexual and verbal assault upon a female whose response is neither listened to nor recorded. This short romance calls our attention to the extreme anxiety Keats felt toward his feminine subject matter, even as he could not turn away from it.
From Anne K. Mellor, Romanticism & Gender (Routledge 1993).
FAQ: What is sexual objectification?  At

http://finallyfeminism101.blogspot.com/2007/03/faq-what-is-sexual-objectification.html

Sexual objectification is the viewing of people solely as de-personalised objects of desire instead of as individuals with complex personalities. This is done by speaking/thinking of women as only their bodies, either the whole body, or as fetishised body parts.

Sexual attraction is not the same as sexual objectification: objectification only occurs when the individuality of the desired person is not acknowledged. Pornography, prostitution, sexual harassment and the representation of women in mass media and art are all examples of common sexual objectification.

The concept of objectification owes much to the work of Simone de Beauvoir regarding the basic dualism of human consciousness between the Self and the Other: the general mental process where humans classify the world into 'us' and 'them'. Women are universally viewed as the Other across all cultures, a role which is both externally imposed and internalised, and which means that women are generally not truly regarded as fully human. An important point of de Beauvoir's was that this Othering effect is the same whether women are viewed as wholly inferior or if femininity is viewed as mysterious and morally superior: Otherness and full equality cannot coexist.
Definition below at 

http://web.cortland.edu/russellk/courses/prjdis/html/usmsxobj.htm

Judith Posner in Atkinson Review of Canadian Studies 1, Spring 1984 gives the following definition of objectification:
	Objectification is the "object-like character of an image that connotes passivity, vulnerability, property, and, in its most extreme form, victimization."


 Felluga, Dino. "Applications of Marxism: Spenser's Amoretti: Questions." Introductory Guide to Critical Theory.
http://www.cla.purdue.edu/english/theory/genderandsex/applications/applicationspenser.html
Some of the questions you might consider when analysing a work by way of theories of gender and sex include the following:

· How is gender represented/ constructed in this text?

· What are the text's assumptions regarding gender?

· What are the images of women/ men in the text (especially images of women in texts by men)?

· How and why is woman identified as "Other" (merely the negative object) to man, who is then seen as the defining and dominating "Subject"?

· What are the covert ways in which power is manipulated in the text so as to establish and perpetuate the dominance of men and subordination of women?

· What are the female points of view, concerns, and values presented in the text? And if absent, how so and why?

Here are a few more questions modified from Eve Sedgwick's own web-based "Heuristics for Reading Nineteenth-Century Fiction"(remember that these were designed for the nineteenth-century novel but can easily be reworked for most any literary text):

· Do the images of women and men in the text seem to function as stereotypes, warnings, models, exceptions?

· In what systems of evaluation do they seem to be embedded? In your thinking about gender, remember to include characters who may not be invested in the novel's heterosexual plots. Remember that class, gender, sexuality, nationality, race can each be used to offer allegorical representation of arguments about the others. And vice versa.

· What are the thematics associated with women/men; with characters of different ages, classes, nationalities, regions, races? Look for distinctive places, distinctive words, distinctive images, objects, grammars. What are their implications? Do they change? Are they differentiated along more than one of these axes?

· What gender and sexual values are implied in the focus and coverage of the work? What/who is included, excluded?

· What audience is implied for the work?

· What reader expectations and assumptions about each of these dimensions seem to be embodied in it? What possibilities of different reading relations does the work suggest for differently positioned readers? Is it an easy or a hard book to read "against the grain"? How does it invite, repel, co-opt, amplify, or otherwise deal with obliquely positioned readings?

· What expectations about gender and sexuality/ about age/ about class/ about nation, race, region are already embodied in the work's genre(s) or subgenre(s)? What is the relation of the work to its genre(s)/subgenre(s), and to the expectations so entailed?

· What is the usefulness of the text for analysing and describing gender and sexual/ class/ national/ racial, etc. ideology? What are the relations of this text to the ideologies sketched?

· What relationships between/among women are presented? Between/among men? What are the bases of these relationships? What are their dynamics and rules of circulation? Are they differentiated along other axes (class, age, etc.?) How do they support, and how are they in tension with, any heterosexual presumptions that may be structuring the novel?

· Where is one to look for the historical specificity of the treatment of gender and sexuality in the work?

· What models of same-sex and other-sex attachment and desire are in play? What is their history?

· Does the novel present an implicit or explicit definition of "the sexual"? How and what? What seems to be at stake in the answer to this question? To what is "the sexual" opposed, definitionally? How stable are the oppositions? How, and how fully, is "the sexual" defined in terms of gender? In terms of procreation or its absence? In terms of class? In terms of age or generation? In terms of nationality? Of race?

· Does it make sense to talk about homophobia as having a distinct function in the text? Think about this in relation to histories of homophobia, as well as in relation to histories of same-sex desire.

· How does the term "family" play out in this text? What families are in evidence? What counts as a family-- and to whom? When several characters reside together, what links them? Blood relations (and if so, what)? Legal relations? Economic relations? How many different kinds of household can you find; how are they organized, and how related to each other? To what is "family" opposed, definitionally? How stable are the oppositions? How, how fully, and how stably is "family" defined in terms of gender and sexuality?

· What are the novel's explicit or implicit claims to present ahistorical truths of gender and/or sexuality? How do they function?

· What relations between narrator and characters are generated? Between reader and characters? Between narrator and reader? What sexual and gender dimensions characterize these relations? Do they change?

· What are the sex/ gender/ power implications of the novel's stylistic and formal choices?

· It's always worth trying to look at a given novel as—not just an example of a single genre—but a kind of anthology of generic choices, often in dialogue or even at war with one another. Think about how the terms "novel," "romance," "history," for example, might intertwine and intersect as generic markers for a given text. It's also worth putting such descriptions back into the historical context, eg. with the "rise of the novel": What is consolidated, what subsumed, what marginalized, with the "rise of the novel"? How may such narratives also be treated (in the novels themselves) as allegories of other relations (e.g. of gender, sexuality, class)?

· What images of the human body are presented? How concrete or abstract are they? To what senses do they appeal? What are their presumptions? How much and what kinds of narrative energy are attached to them? How are these bodies--as bodies--gendered, sexed, classed, and raced? 

