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Abstract: The Gloria Evangelina Anzaldua Paperd212004 are located in the Benson
Latin American Collection at the University of Texat Austin. They contain published
and unpublished works along with photographs, spoadence, artwork, notes,
interviews, etc. As a woman of color who is intéedsin issues of social justice,
disrupting dominant ideological binaries, and iséamtions of race, class, and gender,
Anzaldlua has much to offer the field of rhetoricl@ommunication studies. The purpose
of the study is to derive Anzaldua’s theory of sbathange. As a woman of color,
Anzaldua simultaneously aligns and differentiatessélf from the Chicano movement
and the feminist movement. Citing her, and otheic&ta feminists concerns, she uses a
theory of the B/borderlands as a generative thdmgn which she theorizes using
nepantla and images. Her theory of social changepicit and available to rhetors upon

an examination of the official and unofficial texgailable in her archive. Diana Taylor’s
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concepts of the archive (official texts) and thpemtoire (unofficial performances and
iterations) are used to examine Anzaldlua’'s archiedlection. The artifacts included an
examination of Anzaldua’s birth certificate andreations compared with a short story
“Her Name Never Got Called.” In addition a docunantAltar is examined and
compared with conversations that led to its creatn analysis of Anzaldda’s archive
suggests that there is an oscillation between ffieiab archives and the unofficial
performances. These movements reveal Anzalduaty flav images as instrumental in
her theory-making process; they reveal her imagtkeory of social change. Applying a
theory of discourse from the borderlands that eeeoyt of the archive of Anzaldua will
make rhetoricians better equipped to study texds $peak back to dominant discourses

and refuse oppressive binaries.
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Chapter 1: Introduction: Gloria Anzaldia and Rhetorical Theory

As a graduate student of color, | have experiemsethents when | felt invisible.
| have presented on several panels on issues qflgo@b color only to be asked by
audiences how to increase the numbers in univessidompletely erasing the research
that | presented and putting me in a position agwaring a question that makes me
uncomfortable—a question that draws attention ¢of#ict that | am different. | have been
in rooms where people say, “Here we are, a wholeclwof white folk trying to talk
about cultural issues’—again erasing me from a roalmough | know the numbers of
Latinas/os serving as college professors are gt &s of 2007, know that | am not
alone in this experience of feeling erased. | kriibat students aspiring to be professors
and feel different because of their race, clasgjaeorientation, (dis)ability, etc., are the
“minority,” but they share these feelings of ismatnonetheless. Delgado states, “l am a
Mexican American who happens to possess a doctlegilee and work as a college
professor; the other identities have melted awayfFor many audiences, my ethnicity
defines their perceptions of my research, teachimg service® Delgado’s experience
translates into the question of voice and legitiyia/ith these experiences of isolation
in mind, rhetoric seemed like the perfect homerf—a “place” where | could learn
more about my own environment as a student and asraigrant.

What is there in rhetorical theory for the immigraatina scholar and vice versa?
| find points of connection and possibility in eggeg rhetorical theory through critique.

Lucaites, Condit, and Caudill explain:

The incorporation of marginalized voices into tlemtemporary study of rhetoric
has significantly challenged the historical biasgsesented in the canon of great
works privileged by the rhetorical tradition, indlng both technical and
philosophical treatises, as well as those textstified as exemplars of rhetoric-
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in-action. The addition of such voices has alsdlehged the methods employed
in the study and enactment of rhetdfic.

Lucaites, Condit, and Caudill are describing howcepis available for interrogating the
absence of minority communities in rhetorical disse and society. As a minority
student, | can both appreciate the canon and samedusly challenge it. Lucaites,
Condit, and Caudill state, “The more philosophi¢ed)theorizing of contemporary
rhetorical studies from the perspective of the nmarga relatively recent event, has
emerged in the wake of such historical and critihabretical engagementsThat space
of critique is where my experiences fit. Hill Coli states, “Social theories reflect
women’s efforts to come to terms with lived expeces within intersecting oppressions
of race, class, gender, sexuality ethnicity, nagind religion.® One of the transformative
moments where | was able to see the connectiongebat my own experiences and
rhetorical theory occurred when | picked up a bbglkGloria Evangelina Anzaldla after
reading about her in an undergraduate rhetorigatiem class. As a woman of color, her
experiences directly related to mine. As a schalae, critiqued mainstream discourse and
invited others to do the same.

To rhetorical scholars, Anzaldua is a feminist onietl theorist whose work was
formally introduced to communication studies througoss, Foss, and Griffin’s book
Feminist Rhetorical Theoridsa book that “highlights nine feminist theoriststthe
authors believe provide valuable new perspectivedraditional rhetorical theory’”
Anzaldla is one of the four theorists who “provg]edlternative perspectives to the way
that the dominant culture has characterized rhetanid rhetors® The purpose of the
book for rhetorical scholars was to examine pefppes outside of the “norm” of
rhetorical theor} by naming the women featured and identifying theiork as

rhetorical. It worked marginal discourse into rhvetal theory: “Such work typically has



either incorporated the rhetorical practices ofgimalized groups as instances of rhetoric
worthy of criticism, or it has employed the rhetati and ideological insights of
marginalized groups as a site from which to criétiquainstream rhetorical practicées.”
Foss, Foss, and Griffin introduced Anzaldia as ahyosubject of rhetorical inquiry.
Other Latina/o scholars used Anzaldua’'s work asagtisg point to critique rhetorical
practices and social consequences of marginalizafidores, for example, explains,
“While confined geographically as a border cultiretween the United States and
Mexico, Chicana feminists can cross rhetorical bosdthrough the construction of a
discursive space or hom&As a Chicana feminist, Anzald(a’s theories cregteces of
discourse and critique, particularly spaces relet@political discussions about borders.

Anzaldua’s theories concerning the Southwest haes lvidely used and studied;
however, much of the work has been tied specifidallher theory of the borderlands—
an important theory, but it does not comprehengiegicompass the extent of her life’s
work. In fact, a theory of the borderlands showdcbnsidered generative, not static. It is
an important starting point, but it is “unfinisheds it has potential for continued
expansion. Other theories derive by starting witrderlands, but they may expand
across cultures and transcend particular situatibhis extension is important because it
allows for a theory of the borderland to remairevahnt on its own, but it also can inspire
growth and/or change in new situations and contdxasgue that looking at her work
more comprehensively has potential for many conoest with existing rhetorical
theories such as social movements, rhetoricatisi, and visual rhetoric.

Throughout this discussion, | will put Anzaldda @onversation with other
rhetorical theories and theorists. | argue that imperative to understand social theories
“from below,” that is, from experience. Instead siarting from theory, | begin with

experiences of isolation and social injustice. Mer¥, implicit in the concept of
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“theories from below,” lies an issue of experiertte, body, and performance. Women of
color use images, spoken word, and other instrusnentraft theories. Thus, | explore a
dialectic between experience and theory througmoytwork. In order to discuss this
dialectic, my case studies must necessarily intensgh other bodies of theory. | will
approach these case studies rhetorically, butllalgb intersect them with performance
studies theories to more fully explain the dialettetween official and unofficial works.
Moreover, this dissertation explores these methaus issues through an analysis of
Anzaldua’s life’'s works.

Gloria Evangelina Anzaldua (1942-2004) was a Chac@minist theorist whose
work has ushered voices of women of color into mdosninant discourses in the
academy. More specifically, her writings on exitemeland, feminism, and queer theory
helped mark the entrance of Chicana women intditdrature of communication studies.
Anzaldua’s work has the potential to help rhetams and social movement scholars
become more sensitive to the struggles and impheitorical theories of women of color.
She also offers a connection between culture wew&ryday acts of resistance, and larger
structural change.

To understand the rhetorical contributions of Ad#gal, it is necessary to adopt a
method that is flexible enough to analyze her aehand collection of work while
embracing the tensions implicit in her work. In didd, it must be a method that is able
to support an inclusive theory of social changertffrbelow.” Diana Taylor’s call for a
“hemispheric perspectivE® seems ideal for the purposes of this dissertatiovill use
her concepts of the archive and repertoire to bailchethod that explains Anzaldua’'s
work and theory. | start with traditional archiviedsearch, as it is currently used by
several rhetorical scholars. Then, | use Taylooscepts to expand the possibilities of

archival work beyond the borders of the rare boo&Hection section in a library.
4



Taylor's concepts explain the movement of textsvieen official representations in the
archive and unofficial iterations in the repertoid/hile the archive is static and
unchanging, the repertoire represents a realm rbbnpeance that is always open to new
understandings and interpretations. | argue thatalduia’'s work oscillates between the
liminal space between the official texts in herhawe and the unofficial performative
space of the repertoire. There are official textd anofficial performances that result
from those texts. On a deeper level, the line dngdhe official from the unofficial gets
blurred throughout the analysis. There are itenatiof official and unofficial within each
category.

This dissertation grows out of an examination ozaldua’s archive, including
writings and official records. One of the main pagps of including Anzaldua’'s work
alongside rhetorical theory is that there is areabs of voices of women of color, their
methods, and their concerns in rhetorical scholprgdut of this absence, my goal is to
be more inclusive on all three fronts. Thus, | wakkamine what Taylor calls the
repertoire—how the “facts” of the archive are mobilized begtats borders in narrative
and performances. The main question that emergé&/hsit do these reworkings and
circulations do for the project of social changéfsTarge question suggests four others:
What is Anzaldua’s theory of social change? Whatsda theory of social change “from
below” offer rhetorical criticism and social movemi¢heory? What do archives offer to
rhetorical theory, and how do they affect subsetjueetorical acts? How do feminist
projects by women of color uniquely make use otigishetoric and aesthetics for the
purposes of social change?

Subsequent chapters of this work will addressetloggestions. | will describe how
to locate the rhetorics of people of color in theaichives and repertoires, as well as how

artists from oppressed groups often make a unigo@extion in visual media to raise
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awareness about larger structural issues of bohggorics. In this introduction (Chapter
One), | provide a brief synopsis of relevant infatan about Anzaldda. Chapter Two
will discuss the importance of studying Anzalddarshive by looking at the exclusions
of gender in the public sphere, arts, and visuatatic, and it will provide a literature
review that surveys the role of Chicanas/os andnaafos in communication studies.
Chapter Three will discuss Taylor's concepts of #nehive and repertoire that | will
develop to examine the archive and provide insights archival research in
communication studies. Chapter Four will provideaae study that examines Anzaldda’s
birth certificate and the short story “Her Name Bleot Called.” Chapter Five will
offer the second case study that will examine audwmmtary made after her death.
Finally, 1 will offer some conclusions about Anzalds theory of social change, the role
of the visual in creating theories, and archivaleagch. This dissertation proposes that
women of color make use of the visual medium ireotd craft their theories through an

examination of Anzalduda’s life’'s works.

ANZALDUA 'S POINT OF ENTRY, TOWARDS RHETORICS OF WOMEN OF COLOR

The physical borderland of the Texas/Mexico boupddithe Southwest is a site
of cultural struggle. It has garnered debates almuatigration issues, and it inspires
Anzaldda’s writing. It is also a starting point foonversations among women of color.
She explains that the cultural struggle through riretaphor of the borderland as the
“actual southwest borderlands or any borderlandwd®n two cultures™ Foss, Foss,
and Griffin write, “When she capitalizes it [Bortherds], she is using it as a ‘metaphor,
not actuality’ to refer to a state that exists wdwaar cultural differences exist, whether

those cultures involve physical differences suchiage, class, or gender or differences

6



that are less tangible—psychological, social, dtucal.”*> Anzaldta exemplifies this
struggle when she writes outside of her physicahéland, often about being exiled by
her own people. She never felt white enough, Mexeaough, or indigenous enough; as
a woman with all of these identities in the acadestye never quite fit. Anzaldta

explains:

| am a border woman. | grew up between two cultufres Mexican (with a heavy
Indian influence) and the Anglo (as a member obl@rized people in our own
territory). | have been straddling titafjasMexican border, and others all my life.
Hatred, anger and exploitation are the prominestufes of this landscap@.

Anzaldla describes issues of colonialism, multicalism, and exploitation. She states,
“For a woman of my culture there used to be ontgehdirections she could turn: to the
Church as a nun, to the streets as a prostitute, the home as a mother. Today, some of
us have a fourth choice: entering the world by whgducation and career and becoming
self-autonomous person¥.’Although her writing describes the contradictiaishaving
multiple identities, it is also a breakthrough f@omen of color. Her life may be filled
with feelings of exclusion, yet she reaches an etadaudience, critically reflects on her
own status, and, more importantly, shows how herysfits in with others in similar
conditions. | argue that her theory of social clegyimportant because it attempts to
reach her own people and simultaneously asks théeatic audience to question their
own position in the perpetuation of oppression exgploitation.

With her death in 2004, Anzaldua’s archive undetweuach scrutiny. Ironically,
The University of Texas at Austin, representing bloederland of the Southwest/Mexico
border from which she had felt alienated in herkyeranted her “back®—this time, in
the archival collection of The University of TexatsAustin. Her archive is a collection of

layered representations of experiences that anedf@i the intersection of race, class,
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gender, and sexuality. Her work is an importanttistg point for a discussion of the
contribution of women of color in communication.

The purpose of this dissertation is to situate i@léinzaldta in conversation with
rhetorical scholars through the proposed methodlaflor's archive and repertoire.
Taylor's theory accounts for the movement of teRetween the official texts and
subsequent unofficial enactments. | argue thatanenive provides implicit theories of
social change; namely, the theory is imagistic, iaptdovides a new understanding of the
role of cultural work in theory-building. In otharords, images are central to Anzaldda’s
creative process. Although class-based and stamidpihieories have thoroughly
documented the role of the individual and his argerception of society, little work has
been done in rhetoric about the role of particebgoeriences and images in the creation
of theories. In the United States, people of midtigultural backgrounds experience the
world through a different set of negotiations. Heapho move to the United States may
have a different experience even though they mightt be from multiple cultural
backgrounds. This dissertation discusses how expegs that deal with borders and
multiple loyalties use images in order to createotles. Implicit in this analysis is the
prevalence of images as instrumental in the cneaifdheories. By gaining insights into
Anzaldua’s visual method of creating theories, $aisocan be more attuned to the role of
images in culture work and theory building.

There are several reasons why it is necessarytty she intersection of public
discourse and social movements. Issues of racss,cénd gender have been largely
excluded as precursors to theories, and a richokeixperiences are missing from
contemporary rhetorical theory. Philosophers wtiteories about ethics or being. Art
historians might comment on the meaning behindaad what it represents. As a

rhetorical critic, | discuss how theories stem frexperiences and material conditions.
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Documenting the experiences that lead to sociaribe affects who speaks in public
discourse, definitions of publics, and how the It#sy conditions lead to social
movements. Anzaldua’s archive can begin to filsame of those gaps as it provides a
rich array of official documents and instances dfficial stories, thoughts, images, etc.,
that might not otherwise be available for scholadyiew. Such an approach is an effort
to include women of color in the scholarly discauos social movements.

In the study of social movements, women'’s voicasrofjet lumped in with their
male counterparts’ arguments. Griffin explains tihat study of movements extends from
the study of single orators in the assessmenteofiibcourse in historical time periods to
understand collective aims and phenomena. Shesdtaaethere are four types of social
movement study: “The period study; the regional,re@gional-period study; the case
study, or more properly, the collection of casal&s confined to a specific theme and
time; and the movement study, concerned with timeeguof public address, in historical
movements Although the Chicano movement has been studieccertain degree, the
Chicana movement has not. Flores’ article on Cladaminism takes us to the point of
the collection of case studies. She examines thi& afoChicana feminists and states that
their rhetorical method builds identity and bridgagh other communities. Although the
work of Chicana feminists has been used for theogaes of culture and identity, the
study of a Chicana movement has not garnered mtiehtian. My aim is to trace a
historical movement using the life’'s works of Glbnzaldta. Although the archive is
mediated through her body of experiences, the fafe€hicana feminism evolved
throughout Anzaldua’s lifetime. She meticulouslypkelrafts of her work, marking
changes in her own development as a Chicana feimiias example, earlier drafts of her
book Borderlands/La Fronterause the phrase “Chicano consciousness” whichtés la

changed to “Chicana consciousness.” As a womanotdr,cthis shift is significant.
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Anzaldua’s archive offers a theory of the rhetaiculture work in the process of social
change. Her voice enters the counterpublic spacdseaables the entry of others; she
develops a theory of the image that is more tharargmment; rather is it a form of
metaphorical reasoning. She exemplifies the tendestribed by Taylor in her work on
archives (official texts) and repertoire (particuid@actments). This tension is productive.
Its subjects carry it everywhere they go. The sgbset antagonism is the backbone of
Anzaldua’s theory of social change. For all of thesasons, her work can help address
the driving questions of my dissertation. Her waddresses several particular theories

that guide my discussion, while making it relevena rhetorical, academic audience.

Anzaldda’'s Work
Writing about my connection to Anzaldua’s writingguires some explanation of
features of her work up front. Anzaldla expresseuederence against italicizing non-
English words as Keating did after her death. Kepttates, “And in keeping with
Gloria’s strongly expressed preference, | chosetmdtlicize Spanish, Nahuatl, or other
non-English words. As Gloria often explained, sutdlics have a denormalizing,
stigmatizing function and make the italicized wosgem like deviations® Although |
do cite published work as is (which includes itakd wording), | chose not to do so in
my own writing in solidarity with Keating's insight about Anzaldia’'s wishes.
Mohanty’s explanation of colonialism seems espBcralevant here. Mohanty states:
The definition of colonization | wish to invoke leeis a predominantly discursive
one, focusing on a certain mode of appropriatioth @dification of scholarship
and knowledge about women in the Third World thiodlge use of particular
analytic categories employed in specific writingstbe subject that take as their

referent feminist interests . . . the discursivasatouction of Third World women
in Western feminism is an important first stép.
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Although italics may well serve to make an Englsgieaking audience understand why
they have not seen a term or that it is in anoteguage, this particular dissertation
finds it important to destabilize these choice$onfatting in order to make an argument
about the role of difference within academic cosaéions. Perhaps the ways in which
we create and shape our papers may also contribudemonolithic understanding of
Third World women, to use Mohanty’s term, and ttmay be a productive space to call
the ideology and practice of writing into questibprovide an explanation of how | will
use the terms as well as a description of bordéslanepantla, and images as they relate

to her theories.

Borderlands/La Frontera

| reiterate Anzaldda’s theory of the B/borderlaads include the way it has been
expanded. However, the theory is also generatihgghwmeans that it is “unfinished” and
evolves over time. Through conversations, publicetji and new coalitions,
B/borderlands takes on new meanings that enabkrsotle use the theory in different
contexts. To understand Anzaldua’s theory of theoBlerlands, | turn to her most well-
known workBorderlands/La Frontera

The actual physical borderland that I'm dealing hwits the Texas-U.S.

Southwest/ Mexican border. The psychological bdatels, the sexual

borderlands and the spiritual borderlands are adtiqular to the Southwest. In

fact, the Borderlands are physically present wharéwo or more cultures edge

each other, where people of different races ocdiney same territory, where

under, lower, middle and upper classes touch, whieeespace between two
individuals shrinks with intimac$/
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This extended quotation comes at the beginninghefltook and indicates Anzaldua’s
point of entry. It is also, | would argue, one @i lmost cited passages. Anzaldla begins
with her point of entry: she speaks of a specigogyaphic region of the Southwest, her
struggles with being a part of several cultures, s@ritual nature and feeling caught
between religion/spirituality, and her sexuality asesbian woman. This passage also
invites readers who share the physical space weth &8 many may have experienced
different borderlands of their own. Foss, Foss, @niffin add, “Anzaldlda does not limit
her consideration of Borderlands only to the liteysS.-Mexican border, however. She
expands the concept beyond its geographic meanwngdibtinguishing between
borderlandswith a smallb and borderlands with a capital B*'In making grammatical
decisions, Anzaldua is able to differentiate betwt® literal and metaphoric. Anzaldla
explains, “Borderlands with a small b is the actsauthwest borderlands or any
borderlands between two cultures, but when | usectipital B it's a metaphor for the
processes of many things: psychological, physicalental.?* Thus, AnzaldGa
acknowledges her own location and simultaneousdgtes space for others to enter her
space through identification. It also gives thedezaan idea of Anzaldua’s audience. She
is speaking to other Chicanas to validate theireeepces, and she anticipates readers
who identify with B/borderlands on a metaphoriealdl. Part of her experience resulted
from having to choose one identity over anotherer&fore, her theory also prioritizes
multiple identities over one single dominant idgntFoss, Foss, and Griffin continue,

“That those in the borderlands must choose a sangdéntity from which to speak—to
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privilege only one of their multiple identities—irably constitutes the most powerful
means of silencing them . 2°”

As a result of multiple identities, the inhabitanfsthe B/borderlands must have
the ability to jump from dominant discourses to taes dominant and be able to speak
from these different positions on the B/borderlandse of the characteristics of the
B/borderlands is that of code-switching. Anzaldaes, “The switching of ‘codes’. . .
from English to Castillian Spanish to the North Noaxn dialect to Tex-Mex to a
sprinkling of Nahuatl to a mixture of all of theseflects my language, a new language—
the language of the BorderlandS.Language is important to Anzaldua; therefore, she
focuses much of her writing to create terms that iaclusive of all aspects of the
B/borderlands. This also explains Anzaldua’s fawgditerary critics of Latin American
culture and/or Mexican American and Chicana/o &tsidi

As demonstrated above, Anzaldua’s theory of tHe&lerlands provides insight
into her point of entry and how she invites othterexercise their multiple subjectivities.
She comes to realize that the metaphor of the basdeelpful in legitimating voices, but
it does not go far enough. She uses the notionWlmérBerlands to generate other related
theories. The next concept of nepantla focuses omaae specific version of
B/borderlands. Anzaldla states, “But | find peoplsing metaphors such as
‘Borderlands’ in a more limited sense than | hadcanmdt, so to expand on the psychic
and emotional borderlands I'm now using ‘neparitfd.Nepantla’s literal definition is
‘in-between places’; however, Anzaldla uses thmtas a metaphor. The metaphor is

not meant to replace B/borderlands but to buildhenmetaphor to focus more on matters
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of emotion and spirituality. Anzaldua reflects abber sense of spirituality. She states,
“The grounding of my spiritual reality is basediadigenous Mexican spirituality, which
is Nahualismo, which loosely translates as ‘shasmhi. . With the spirituainestizaje
there is a component of folk Catholicism in4¥.Spirituality is an important component
of Anzaldua’'s work, and her use of nepantla is #engt to bring this aspect of her
identity to the forefront. Anzaldla continues:
And | now call itNepantla which is a Nahuatl word for the space between two
bodies of water, the space between two worldss la ilimited space, a space
where you are not this or that but where you aanging. You haven’t got into
the new identity yet and haven't left the old idgnbehind either—you are in a
kind of transition . . . It is very awkward, uncamtible and frustrating to be in
thatNepantlabecause you are in the midst of transformation.
Another characteristic of the nepantla state is ittea of transition, a foundational
concept for rhetorics of women of color. Anzaldlaberates, “Nepantla is a kind of an
elaboration of Borderlands. | use nepantla to &dkut the creative act, | use it to talk
about the construction of identity, | use it to ctése a function of the mind®®Although
people are generally categorized using culturaintifiers (i.e., feminist, Marxist,
Chicana/o), Anzaldla creates an identifier thaegilegitimacy to the spaces that many
people encounter as they shift between identikg®lly, nepantla takes into account the
process of awareness—it legitimates the procesptuple go through when they learn
about and decide to identify with a theory. Thuk,uSe the concept of nepantla to
describe the state or stage between the idenaiistin place and the identity in progress

but not yet formed> Nepantla communicates spirituality: “With neparitia connection

to the spirit world is more pronounced as is thenaztion to the world after death, to
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psychic spaces. It has a more spiritual, psychupesatural, and indigenous
resonance® Using a theory of the B/borderlands as a stagisigt, Anzaldda elaborates
on her work and focuses on another relevant aspledbetorics of women of color:

spirituality. Through the evolution of her theoAmzaldua finds gaps in discourse and
produces extensions of the B/borderlands. Agaihpilerlands is a starting point, but it

is not a static theory; it continues to evolve.

Anzaldida’s Images

The term nepantla leads to a discussion of imageésart, which are an integral
part of Anzaldua’s process of creating theoriege @&es images as a precursor to writing.
She states, “In reconstructing the traumas beliadmages, | make ‘sense’ of them, and
once they have ‘meaning’ they are changed, tramsddr It is then that writing heals me,
brings me great joy®® However, from the beginning of her academic wdthkzalda
declared the relevance of images, and it has bemmanon thread throughout all her
work. She states, “My love of images . . . thetilegimages of the soul in fantasy—and
words, my passion for the daily struggle to renth&m concrete in the world and on
paper, to render them flesh, keeps me alffédhzald(ia’s images serve as rhetoric—she
uses them in order to work out a feeling and tiheitize from that particular standpoint.
As Olson, Finnegan, and Hope explain, visual rhetos culturally situated, a
particularized way of seeirfg.Anzaldiia makes her emotions and theories knovaufr

images: “I use images to help people connect wiffierént experiences®® The role of
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the visual medium is rhetorical because it proviaegnse of agency in Anzaldda’s work.
She continues:
The word, the image and the feeling have a palpainegy, a kind of powe€on
imagenes domo mi miedo, cruzo los abismos que f@mgdentro. Con palabras
me hago piedra, pajaro, Puente de serpientes aaadb a ras del suelo todo lo
gue soy, todo lo que algun dia sepd/ith images | face my fear, cross the abyss
that | have on the inside. With words | become ydokd, cross bridges of
serpents dragging everything that | am on the flewerything that | will be
somedayd’
Through images, Anzaldula realizes agency. Grondetkisses several rhetorical actions
of visual rhetoric and claims that the focus oftonieal studies is always the range of
powers that discourse can leverage in cultural®fifanzaldGa uses visual rhetoric as a
vehicle to confront and resist. Olson, Finnegard Blope explain, “Symbolic acts of
confronting and resisting seek to disrupt the facaficivic consensus’™® However, her
approach might take issue with Olson, Finnegan,Hoyk’s definition of resistant visual
rhetoric occurring “in public spaces—in the strékg square, on buildings, in the public
commons, on the body, on screen, wherever theybeaseen® Anzaldta’s visual
agency takes shape as a personal domain and resi¢ifie border between public and
private.

As mentioned earlier, Flores explains how onehefrhetorical consequences of
Chicana feminism is that of a redefinition of thebfic/private. As such, Anzaldua’s
work functions as visual rhetoric. She makes sehser experiences and explores them
to create theories. Others may have imposed imag@sher body, such as some of the

white women she met in the Feminist Writer's Guiithe explains, “They thought that all

women were oppressed in the same way, and thelyttriiorce me to accept their image
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of me and my experiences. They were not willindgpéoopen to my own presentation of
myself and to accept that | might be different frasimat they had thought of me so fat.”
Therefore, for Anzaldla, images are starting pofotsdiscussions, and they are the
experiences that she voices through her theoriaswrite, to be a writer, | have to trust
and believe in myself as the speaker, as a vorctéimages. | have to believe that | can
communicate with images and words and that | cait dell.”** Images, then, are the
starting points of discussion.

The images that Anzaldua starts with are not m dbstract; they stem from
concrete and personal experiences. For examplegldinz explains in detail a dominant
experience through image:

| have a vivid memory of an old photograph: | amgars old. | stand between

my father and mother, head cocked to the righttalee of my flat feet gripping

the ground. | hold my mother’'s hand . . . | hadegave home so | could find

myself, find my own intrinsic nature buried undbe tpersonality that had been

imposed on mé&
Using the picture in a family alboum, Anzaldla caegian image that is familiar to the
reader. Families tend to have photographs in albant often, there is much more to the
story than what meets the eye. This common expzziatiows for the reader to connect
with Anzaldia even if the specific experience mayeh been different. This point of
connection between the author and the reader gikesmtes a better understanding of
Anzaldua’s theory and work.

Anzaldda not only uses everyday images from har experiences, but she also

critiques the power or powerlessness communicatredigh images:
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Ethnocentrism is the tyranny of Western aesthethus. Indian mask in an

American museum is transposed into an alien aéstegstem where what is

missing is the presence of power through performaitaal. It has become a

conquered thing, a dead “thing” separated fromneaénd, therefore, its powé&t.
Although Anzaldia makes use of the visual mediwrbaild connections, she also
maintains that this medium has already been codoniShe therefore, uses images in
order to communicate a theory of the flesh:

For only through the body, through the pulling Esh, can the human soul be

transformed. And for images, words, stories to htnie transformative power,

they must arise from the human body—flesh and bamed—{rom the Earth’s

body—stone, sky, liquid, soil. This work, these @gas, piercing tongue or

earlobes with cactus needle, are my offeringsyrgré\ztecan blood sacrificE.
With this understanding, Anzaldua reclaims the medin order to make her experience
known. She uses her body, and thus, images astmgtpoint for theorizing, and her
process becomes rhetorical. There is also a hiat discussion of official theories and
unofficial experiences that led toward those themritwo components that will be
discussed at length in the methods section. For, nawote that although Anzaldua’s
work has been included in some aspects of commitimicatudies, it was also necessary
to look at the field as a whole and examine the oblLatinas/os.

As stated earlier, Anzaldua’'s theories explore hthwe borderland of the
U.S./Mexican border are part of a broader cultstailggle in the United States and the
academy. She also provides an entry point for audsgon on rhetorics of women of
color. A disclaimer seems necessary at this pdimiderstanding these inclusions and

exclusions of women of color leads us to a spaceheforical and cultural struggle.

Merely paying attention to these issues does mailtrén diversity, inclusion, or even
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understanding of other cultures. It simply mearet the are making a gesture. We are
trying to understand social and institutional esghns using new analytical tools in an
attempt for these women to make their own claimgheir own terms. The next chapter

will provide a review of pertinent literature.
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Chapter 2: Literature Review: Towards a Latina/o Understanding of
Communication Studies

Just as Anzaldua’s identity is multi-layered aniled with productive
contradictions, her work intersects with severald$ of study. The following chapter
focuses on a review of literature in the followingdies of work: 1) Women of color, art,
and the public sphere; 2) Latina/o studies in comigation; 3) invitational rhetoric; and
4) Chicana feminism. | will also focus on the gapsiscourse and how Anzaldda’s work
fills in some of those theoretical holes. The settn Latina/o studies is the lengthiest
and refers implicitly to the other sections of titerature review. Also, it creates an
archive of the extensive amount of work in Latinsfadies and its contributions to other
bodies of literature. It simultaneously shows hdwose contributions may not be
documented within those bodies of literature. SiAcealdia’s work heavily relies on
the visual and the role of Chicanas in larger disses, | now turn to a discussion of

women of color, art, and the public sphere.

WOMEN OF COLOR, ART, AND THE PUBLIC SPHERE

Gender and the Public Sphere

The mainstream bourgeois public sphere descrilyetidbermas was always a
sphere of exclusion for women. The problem withs tbikclusion is that it alienates
certain portions of the population from engagemertivil society’s deliberations about

the course of society, and it diminishes the abiit those excluded to hold the state
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accountable to its promises. Although there isteq@l for all members of the society to
hold the state accountable, this potential is dishiad by the exclusion of women.
Habermas defines the public sphere as, “privat@lpdavho] come together as a public;
they soon claimed the public sphere regulated fatwmove against the public authorities
themselves, to engage them in debate over the gendes governing relations in the
basically privatized but publicly relevant sphere commodity exchange and social

labor.™

Women were not included in this definition, perbdg@cause of how they were
defined since Aristotle’s time. Elshtain explaifi&ristotle’s women werdadiots in the
Greek sense of the word, persons who either coal@dndid not participate in thgolis

or the ‘good’ of public life, individuals without public voice, condemned to silence as
their appointed sphere and conditiGnEraser explains the usefulness of the concept of
“the public sphere” and also gives a feminist gtig@. She states that the public sphere
“designates a theater in modern societies in wigohtical participation is enacted
through the medium of talk . . . This arena is emoally distinct from the staté.Thus,

the public sphere has the potential of being a espslcere people are able to come
together, talk, and hold the state accountable. @¥ew Fraser also explains that the full
potential of the public sphere never materializegiactice because it never achieved
open acces$.Even if people could bracket off their interesis the purpose of coming
together and having rational debate, women werkudad from the public sphere. Ryan
states, “Women were patently excluded from the dpeois public sphere. . . and were

even read out of the fiction of the public by vetaf their ideological consignment to a

separate realm called the privatePateman continues this idea when she writes, “The
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private sphere is typically presupposed as a napgssatural foundation for civil, i.e.,
public life, but treated as irrelevant to the canseof political theorists and political
activists.®

Not only were women excluded from the public sphéut, Joan Landes argues,
“The symbolic politics of the emerging bourgeoisbjiei sphere was framed from the
very outset by masculinist interests and assumgfibm Pateman’s words, “Women are
excludedfrom the original pact® Women of color were not able to make their claims,
build their theories, or build a sense of commomppse because they were never able to
access the public sphere from the start. Even @Gbicaators had more access to the
public sphere through their ability to bring togatlaudiences to listen to their speeches
and public readings.

In response to the exclusion from the public spheased on gender, the
intersectionality of other types of oppression amdploitation are apparent.
“Intersectionality” is explained by Patricia Hill dlins, who states, “Intersectional
paradigms view race, class, gender, sexuality, i@thin and age, among others, as
mutually constructing systems of power. Becausesehgystems permeate all social
relations untangling their effects in any givenuatton or for any given population
remains difficult.® Therefore, a theory of intersectionality of opsiess posits that it is
necessary to examine the relationship between ffferinlg sources of oppression in
order to name the problem/oppressor and creategita for change. In the case of the
public sphere, women of color face multiple layet®ppression that do not allow them

to enter into public discourse. Despite the fenminrgique of the public sphere, women
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of color continue to be excluded and are more ately represented in the discourse of
counterpublics.

Fraser explains that members of subordinated Isgeaups, such as women,
workers, peoples of color, and gays and lesbiaeatersubaltern publics, invent and
circulate counterdiscoursés. She also states that the “proliferation of sulalte
counterpublics means a widening of discursive ctiat®n. . . *! Issues of gender, race,
and class can be talked about in such a way thptaductive, and it can lead to a
stronger sense of solidarity within and betweerugso | am particularly interested in
how constructs of the public sphere create excdhssibased on gender and race. A
feminist reading of Anzaldda’'s archival works (boflublished and unpublished,
inclusive of written texts and artworks) remedieshs exclusions by providing unique
entry points for women of color, building bridgeglwother communities, and managing
the tensions of being different while fighting slanistruggles.

Anzaldla offers an oppositional counterdiscourseuth the use of multiple languages
in her work and the personal voice. She offers &racwomen a legitimation of their
experiences, but she also makes it clear thatsipdaking to the audiences that have
excluded her. This space is a counterpublic froniclvishe is able to discuss issues of
race, class, and sexuality. These issues lead tasamother layer of gendered and

racialized forms of exclusion. The layer of raceatges further explanation.
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Race and the Public Sphere
Another criticism of Habermas’ public sphere isttbfthe exclusion of race as a
precondition for inclusion. Histories of racism amclusion have persisted both
independently and alongside issues of gender.ample, Ryan explains:
On this reordered plane of late-nineteenth-cenpurylic life, women continued
to locate and exploit the political possibilitiesr ftheir sex. In many ways
women'’s public presence remained veiled and dietiolty the manipulation of
gender symbolism dating from antebellum politicaltere, which was now used
to garnish the increasingly start racial and claagitions of the public. During
the war women were an honored presence, and fesyalbols were prolifically
displayed. When white dominance was restored irSihigth, it was portrayed as
an act of public purification, a defense of the ¢vonf the ladies. Meanwhile,
antiwar Democrats in the North raised cheers totevtadies. Both labor and
capital draped their interests in female symbolhe Tparades of the
Workingmen'’s Party of California mounted wives aftmlighters in carriages as
testimony to the respectability of their membguskBupport of their demand for a
family wage, and a countersymbol to Chinese imntigma which they pictures as
a flood of bachelors and prostitutés.
The importance of this passage lies in the fact thaints at the layered forms of
exclusion when looked at under the context of gemdeonjunction with race and class.
In the late nineteenth century, the women may Hasen seemingly introduced into
public life, but their inclusion was largely sugeidl. More privileged white women
entered the public sphere when the men went offatig however, this phenomenon was
a false sense of publicity. The men’s jobs wergerky restored upon their return. These
white women never entered “true” publicity like tmeen enjoy, and the Chinese
immigrants were never granted any publicity at Bllis early example of describing the

role of women in the public sphere shows us thatvibices of the non-white women are

further excluded and silenced. It is clear thae“tiourgeois public sphere continued to
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rely on features of certain bodies. Access to thblip came in the whiteness and
maleness®

There have been studies on the interatiadeess of race and class in regards to
the public sphere. For example, Squires explains:

A national Black public did not arise immediateRea slavery; instead, the brief

period of Reconstruction was transformed into grreif terror. . . All in all, the

Black public still acted more like an enclaved pedbr the remainder of the

nineteenth century, expressing its oppositionalscmusness mainly in safe

spaces and rarely supporting open confrontatiotts tvé white public¢?
The study of race in relation to the public spheneeals, again, the lack of participation
of the public sphere proper. Entering into the maleite-dominated, public sphere may
not be the answer, but to question ways in whichnew of color’s social class excludes
them from the public sphere at large may be a ptacstart. These exclusions also
disabled women of color from making connectionshvather working-class women in
similar situations.

Gloria Anzaldua also felt the exclusions from btite Chinano movement and
earlier waves of feminism. Flores states that thec&ha feminist feels unwanted in the
United States, isolated due to her many identitsgdit from the Chicano movement
because of their focus on gender, and isolated fsthvar white women because of their
border statu$® She offers a unique entry point into the convéssadf the public sphere.
To combat the societal and institutionalized exolus, she focuses on building bridges
with other communities in alternate ways. As Foexplains, “Within the writings of

Chicana feminists, we find the processual move foamving one’s space, to creating a

homeland, and finally to establishing bonds withess, and in this process, the move
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from other-defined to self-defined is illustratéd.’Flores fleshed out the rhetorical
process in which Chicana feminists discursivelyatzeoridges with other communities. |
go further by discussing how one Chicana feministks to craft a theory of social
change. Anzaldla uses meditations and writing dfeioto conjure up images, which
invites audiences to interrogate systems of powetheory of social change in her
archival collection may lead us to more inclusivayw of talking about marginalization,
community, and ways of being different while figigi for similar struggles. Situating
Anzaldia within issues of the public sphere andntempublics is important. My
dissertation further relates to the study of thblipusphere because Anzaldua’s rhetoric
offers a manipulation of definitions of publicitiylores states:
The border experience also leads to the need ® gublic and private. While
much of rhetorical history investigates the infloerof discourse that is clearly
public, such as speeches, for marginalized groupgse access to the public
sphere has been limited, “private” discourse pkapsiblic role. Chicana feminists
find poetry and other “private” discourses to befukrhetorical tools for publicly
expressing their private selv¥s.
The public/private divide is blurred through thethwals of culture-work. In Anzaldua’s
work, a poem or journal entry is as valuable a téical tool as the finished product of
her published work. It lets scholars and other acks in on how the theories are created
from a feeling of exclusion to a fleshed out theofysocial change. However, Anzaldua
enters another realm of marginalization even indiseourse that is supposed to be open
for creative thought and expression. More spedificdhere is a continued need for

feminist women of color in the field of the artsdawmisual rhetoric because, although

women are becoming more visible in the art wotlds still dominated by canons created
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by men. According toSmithsonianmagazine, up until the ?Ocentury, most art
academies did not admit women and creating art e@ssidered “unlady-like®®
Although Smithsoniammentions issues of gender in their statement, ®ieftiwondering
where there may be a discussion of race. Readelsfato infer that women of color are
still struggling to gain recognition in this arena.
The Arts and Visual Rhetoric

The study of aesthetics makes similar assumptengose in the theory of the
public sphere. Mitchell explains, “Issues that seanmonce more enduring and more
timely: the problem of artistic production and Sjagarship in relation to changing and
contested notions of the public sphef®This space of freedom of expression has a
gendered history. Art, more specifically, has some$ been a site of expression where
critical thinkers can make their mark. Famous impmanists, for example, were known
for their defiance of the traditional norms of gaig. They allowed for the shift in
paradigm by pushing the boundaries of art. Howether most famous impressionists on
display at the Chicago Museum of Art are 18 meduiting Monet, VanGogh, Cezanne,
etc. There were two featured women: Berthe Morisal Eva Gonzal&S. Wilhelmina
Cole Hollaway, the founder of the National MuseunWmmen in the Arts notes that “in
the 1960s, scholars and art historians were beggnta discuss the underrepresentation
of women and various racial and ethnic groups irsenm collections and major art
exhibitions.”*
Similarly, in literature, women have faced a higtof exclusion. In the 19

century, women were forced to adopt male pen namesder to publish their work. For
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example, Mary Ann Evans wrote under the name Ge@&lg# and Charlotte Bronté

under the name Currer Bell. Even Joanne Rowlirgatithor of the famous Harry Potter
books, uses an androgynous pen name of J.K. Rawhnitpe public sphere concerning
the arts and humanities, women have been exclusl@dpaecondition to their entry into
the spheres of art, literature, and public life.

Morisot and Gonzalés, the female impressionist® &om a European
background. The voices of women of color have Heether systematically left out of
dominant forms of discourse. This layered exclugmoovides rhetorical scholars with
rich texts for analysis with the potential of uneang the layers leading to the exclusion
of women of color. Even with the entrance of wonrgn the arts, there are issues of race
and culture that continue to persist. Too oftenjal&Zzed bodies do not have access to be
the privileged artist; they are portrayed in wayat tput their subject positions on display.
For example, Chantal Akerman had an installaticgteicalled=rom the Other Sidat
the Blaffer Gallery, the Art Museum of the Univeysof Houston. The bodies on display
were those of illegal immigrants and others livimgborder towns. Even though the
stories told were in Spanish, there were no seBtithat allowed the non-Spanish
speaking viewers to understand the téxthis move toward diversity in the realm of art
does not always result in the agency of those wikopartrayed. Although Ackerman
makes an important point about documentaries apdreling the scope of experiences
covered through art, scholars should acknowledge rttarginalized communities have

been traditionally excluded in being the agenttheir own representation.
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Anzaldla and other Chicana feminists feel a simateclusion in the arts and

literature. Chicana feminist Ana Castillo explaimsr research on imaginative literature

and anthropology:

Unfortunately the writings of mestizos, criollogaiards, and Anglos from the
nineteenth century up to that time (1979) did m®teal anything more than
stereotypes. At best | found ethnographic data dftahately did not bring me

closer to understanding how the Mexic Amerindianmaa truly perceives herself
since anthropology is traditionally based on thgecfication of its subjects.

Furthermore . . . the Mexic Amerindian woman hadrbgagged for hundreds of
years . . . the literal silencing of the Mexicadigenous population. 2

Although Anzaldua is not in the same field as Qlastshe shares similar feelings in

regards to the exclusion of women of color in wodfsart, literature, and academic

circles

states:

. In response to the continued exclusion @itttism of cultural work, Anzaldda

So, if you want to really hurt me, talk badly abowy language. Ethnic identity is
twin skin to linguistic identity—I am my languagéntil | can take pride in my
language, | cannot take pride in myself . . . [lwid longer be made to feel
ashamed of existing. | will have my voice, Indi&manish, and white. | will have
my serpent’s tongue—my woman voice, my sexual vaicg poet’s voice. | will
overcome the tradition of silenéé.

Anzaldua offers an exciting entry point. Not onlged her work perform agency, but it

also provides rhetorical scholars with a rich newdyoof work to examine. In her life’'s

work, Anzaldua paved the way for other women obcod do the same. As a result, the

archive can give unique insights into the procasshich Anzaldua develops a theory of

social change. It develops in a way unlike manyeotheoretical constructs, and it may

help scholars understand the many faces of cultuoak that goes into the making of

theories “from below.”
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Moreover, Anzaldia gives an alternative that isdexcribable with the previous
analytical tools; her theory is much more imagisBbe states that images are precursors
to creating theories:

An image is a bridge between evoked emotion andaouns knowledge; words

are the cables that hold up the bridge. Imagesreme direct, more immediate

than words, and closer to the unconscious. Pidaurguage precedes thinking in

words; the metaphorical mind precedes analyticabcimusness
Scholars have argued that images function as vistgalment$® Other scholars have
focused on the role of visual ideographs and tteationship with the verbdl. Cloud,
for example, states that visual ideographs are itapb because they make the verbal
more concrete by enacting the concepts represéh@ahtrary to the belief that a picture
may provide many meanings, Cloud argues that thegémserves an argumentative
function. Cloud’s study:

Explores the role of widely circulated images ofgAéns, with an emphasis on

those of Afghan women, in national news magazimestheir web sites during

this war, arguing that images of Afghan women anehnestablish a binary
opposition between a white, Western, modern sulajedtan abject foreign object

of surveillance and military action. These imagemstruct the viewer as a

paternalistic savior of women and posit images ofdemn civilization against

depictions of Afghanistan as backward and pre-nraotfer
Anzaldlua agrees with these latter claims that imdgection beyond visual arguments,
but she adds that images are an integral parteofdimation of the subject. Although
Cloud looks at images that have been created byntdia in order to justify the “white
man’s burden,” Anzaldua offers images of an organiellectual who is interested in

legitimizing the experiences of other Chicanas amdtes larger audiences into her

oppression, experiences, and world. The multipentities and loyalties exhibited by
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Anzaldlda’s images should not be confused with plgtinterpretations of her work.
Anzaldla also makes precise arguments through $ikeeofl images which are made
through the use of a multilayered subject. She akss these images to make sense of
her own feelings of isolation while creating thesriof social change. Thus, in
Anzaldla’s case, images come before any theoreeadually written, but they serve the
same argumentative function as delineated by Cldin images are created by the
subject, not imposed on her by others.

The purpose of the previous section was to disthesditerature on women, art,
and the public sphere and to show how a study aralida may begin to fill in some of
the gaps of the larger theories presented abovealdéa’s work may fit into discourses
of art where women of color are not represented. digcourse intersects with public
sphere issues through the formation of a Chicanateopublic, and her use of images as
precursors to theories adds to current theoriegsofal rhetoric. The following section
will review the literature on Latina/o studies imnemunication. This is the body of
literature that directly relates to and addressesv hwvomen of color fit into

communication studies; it addresses the partididarof race as they affect Latinas/os.

L ATINA /O STUDIES IN COMMUNICATION

The political movement of the 1960s and 1970s nthridee emergence of
Latina/o studies into communication studies. Theradture review aims at unveiling the
patterns that have lead to an expansion of Latisas! communication studies while

simultaneously recognizing that there is more witrkt needs to be done to bring out
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these marginalized voices and place them in coatierswith other rhetorical theories.
While | recognize that there is a large body ofadatship in journals outside of
communication studies journals, and that many of stholars publish outside the
confines of our field, | find it important to askhat is missing within our field. The crux
of this literature review will focus on the uniquesights and trends of Latina/o Studies
within communication. The three main movements withatina/o studies include an
emphasis on social movements, rhetorics of diffegerpolitical representations, and
invitational rhetoric. Since this dissertation alagns at putting into conversation
Anzaldua’s work with communication studies, | wallso offer a brief overview of her
theories as they pertain to the dissertation. Tteeature review moves from traditional
(with social movements) to critical/cultural appcbas to rhetoric (with rhetoric of
difference and politics). Although invitational tbec does not include the study of
Latinas, | argue that it is a logical counterparbther critical/cultural studies. In offering
the literature on Latina/o studies, | embrace Di&aglor’'s approach of the archive and
repertoire because it fills in some gaps that ar@eat in other approaches. Finally, in the
spirit of engaging archival research as the cruxmgf dissertation, | note that this
literature review might also be considered a typarohive of Latina/o studies—bringing
together work from rhetoric, performance studiesd aritical studies into a single

document.
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Social Movements

The main focus of this set of literature is on & frominent rhetorical figures in
communication studies articles: Reies Tijerina, &é8havez, José Angel Gutiérrez,
Rodolfo Gonzales, Mufioz Marin, and Fidel Castroeskhleaders range from “fiery
militant to moderate advocates of nonviolenteThe topics these political leaders
addressed ranged from issues surrounding the Ghicenvement, Cuban identity, and
campaigns in Puerto Rico. These political activistsd speaking and writing to articulate
the frustrations and demands of their communitiebhe focus applies the traditional
notions of rhetoric, such as persuasive elememtsaadience adaptation, to these specific
Latino political figures.

The methodologies used by scholars in this seatiduded the study of political
icons through the analysis of public speecheserfitist half and legal documents in the
second. The first study was done through the usetefviews, analysis of speeches, or
other such texts. For example, rhetorical critmsnid clusters of terms and analyzed their
meanings and role in the construction of iden#tgother methodology included the use
of metaphoric criticism, “the power of metaphor veletermined by assessing both their
frequency of use and their intensifff.’According to these scholars, metaphors made
abstract ideas more concrete, the discourse matd, v@nd it helped increase the
persuasiveness of the message. This level of uadeiag is integral in the
understanding different cultures. Anzaldda, forregke, will continue to use metaphors

in her theory of the borderlands. Brow states, ‘@daa relies on metaphor to keep the
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Borderlands unstable, thereby creating room for riestizaconsciousnesss and the
cross-cultural insights that come fromi¢.”

Since politicians and revolutionaries articulatedique experiences and needs
when compared to mainstream American politiciansy do rhetors convey these needs?
What are the key terms of the movements under 3tutyyd D. Powers provides some
key terms of the Chicano movement: the feeling mgressionL.a Raza the robbery of
the conquered peopléduelga, and Aztlan** These four terms speak to feelings of
otherness due to economic and geographic diffesertmsires, and hopes. Similarly, in
the context of Puerto Rican politics, one of themtarms wagibaros which was used
to describe the “politically disenfranchised higidapeasants®® Although Chicanos
were the main group under scrutiny by rhetoricddosars, other Latino interests were
also making their way into the discussion. Delgagamines the political figure of Fidel
Castro through the analysis of a speech givenedwhiters and artists of Cubd*The
common thread among these terms is that they aé tos mobilize disenfranchised
communities. The terms represent difference. Geazaltated, “Otherness is what
constitutes us* This statement appears to be a statement of elifter; it is also a
rallying cry to unite people. Although Chicana famm would address different
concerns, there is also a need to define termsaldfaa states, “When | became more
recognized as a writer, | started articulating teofothese feminist ideas that were a kind
of continuation of the Chicano Movement. But | dallEl Movimiento Marimach.*®

Since Anzaldua claims that her point of entry stédrosn the Chicano movement, the

style of the Chicano movement requires examination.
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Political figures employ a variety of stylistic degs including public speaking,
appeals to religion, and use of god/devil termdliespeeches are used extensively. The
rhetors take into consideration that most of thexikbn-American population was
illiterate and uneducated at the time. There i®avi reliance on speaking in public at
opportune moments regarding issues such as waggiges, and crops.Furthermore,
Reies Tijerina uses metaphors extensively. His tL&rant” speech “clustered around
five themes: Jeremiad, genealogy, conspiracy, siseand the apocalyptit®'Poetry is
also used as a means to reach a large audiende@rsdon the individual, specifically
through “introspection and self definitiof:”It was performed in and attempt to address
the constraint of reaching a mostly illiterate andie at political rallie¥’ The use of
poetry could also be extended into the women’s nmmare that Anzaldia would be an
integral part of; she would use poetry as part &f intellectual writing style and as a
starting point for discussions on theories of woragoolor.

Beyond the utility of speaking in front of an audte, there was also a clear
appeal to religion among orators. Tijerina, forrapde claimed that, “His motivation as a
rhetor came largely from his view of God's plan fim.”* In order to appeal to the
largely Catholic population, Tijerina “identifiedithh Moses, who also led an oppressed
people to a promised lan&"César Chavez also used religion as a major ricatcol
by aligning himself with figures such as the VirgihGuadalupé® Chavez relies on the
audience to proclaim his saintly image and onlyakpavhen he has been asked to do so
by others, making him appear as a true fighter exfpte’s desires. Mufioz Marin also

used religion to sway the audience. He attempteticémbat the supposed political
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illiteracy of the jibaros by enjoining them to act form religious rather thaalitical
motives.”® Through the use of religious rhetoric, Mufioz franpmlitical action as a
moral obligation.

As an extension of the religious appeal, the rlsetbat focus on the Chicano
movement employed god/devil terms in their stragsgiCommunication scholars
identified La Razaand Aztlan as god terms while the devil terms wasgociated with
Anglos.La Razafor example, is a point of unity among Chicanos araatks a separation
with the dominant culture. Furthermore, Aztlan bees an archetype of paradise lost
whose memory is seen as “an important element iepikg alive the spirit of
Chicanismo.*’ Since the term provides a “clear identificatiorthwindian roots, Aztlan
gives Chicanos a home or a place to beldfigtie use of key terms and religious appeals
imply that action must be taken in order to readhtipal freedom. God terms were
inverted to reflect the empowerment of marginalipsple, and the devil terms were
assigned to Anglos, “In Chicano rhetoric, the Aniglthe source of devil terms and often
is the ultimate devil term®® Moreover, “Anglos . . . robbed what they considere
positive in the culture and belittled the ret.Through the use of god/devil terms,
Chicanos rejected the labels placed on them by&thezaldda’s rhetoric would, again,
be an extension of that of the Chicano movementieler, instead of using religion in
its own right, she would bring in theories basedadoroader sense of spirituality in her
writing.

Next, there is a shift in scholarship from the sggokvord to the written text. This

shift in focus moves from political icons to padai texts, “issuing of persuasive public
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documents named ‘plans’ has deep roots in Mexidatory.”! The plans provide

powerful rhetorical arguments to the Chicano popataand simultaneously “represent
articulations of Chicano ideology and identity, idegd to facilitate the goals of the
movement: social justice and cultural nationalfrThey help Chicanos connect with
earlier times.® which is a vital component of identity formatioFhrough this connection

to the past, the movement can make progress.

Although the studies focus on written legal docuteea dimension of orality
remains, “as a ritual were worlds read aloud meafiged an important event and
informed listeners of the truth of history, wherdisdically created sentences and
poetically expressed . . . [the] self-consciousrdtbn to style also reflected the centrality
of the oral tradition of Mexican American¥""The centrality of the oral tradition would
be extended into the movement of women of colofat, it is one of the primary forces
guiding the memorializing of Anzaldia after her giag in 2004. Beyond stylistic
choices, | also turn to academic discussions becths is where | extend Anzaldua’s
theories.

Along with the ongoing evolution of the rhetoridaixts, shifts in focus also
occurred in the methodologies used by scholarstsiwe&re evaluated for their persuasive
elements, artistic appeal, and stylistic devicds #xts were also examined for their role
in creating or maintaining ideology through McGeeadteographs. Delgado’'s essay
suggests “investigates an important social movemextending a certain mode of
analysis—ideographic—to a rhetorical understanaihthe ideological and constitutive

elements of Chicano rhetoric> The ideographs are similar to the god/devil tethas
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were used during the era of political icons. Howetlge ideographs of <Chicano>l.&
Raza>,and <Aztlan> were used to uncover their underlyitegplogies, which go beyond
the descriptive measures taken prior to this sjge@eériod. These documents are

extremely important to the overall movement.

Latina/o Counterpublics

At the culmination of the focus on written politicaxts, the direction of the field
began to shift. Still maintaining its political na¢, the new focus moved from political
orators to counterpublics that made use of vermaaliscourse. One such focus was on
rap music, “No longer marginal, rap music has gramo a significant and vibrant
popular culture form that diverse communities ergoyl consume® It is through the
medium of music that Chicanos would voice theira@ns regarding politics and the
discrimination against Mexican-American people. Rmgan as an African American
movement and is characterized by its expressiopatifical concerns in the form of
vernacular language. However, “[rap] has becomeltural form through which other
ethnic and racial groups have articulated theireeemces as aggrieved and under-
resourced communitie$” Chicanos would also use rap as a medium to vaitiécal
grievances. The distinguishing points of Chicanp eae the object of analysis by
rhetorical critics.

The methodology in this line of research focusaestle content of the music
through textual analysis. The critic could disctra ways in which the Chincano identity

is articulated through the performance of music kEmdjuage. A continued interest is
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given to ideology through the analysis of lyrics tgxamining the articulations of
Chicano ideology in specific examples of rap mtigfScholars make use of this method
to interrogate several overarching questions. Tdwaid of scholars, such as Fernando
Delgado, shifted from scholarship on traditionalitpes to a vernacular manifestation of
politics. Delgado’s concern is not about the leadeno have more political access, but
about how politics are articulated by people whmam at the margins of society. It
becomes a space of a new distinct counterpubltbesexpress grievances, “Ironically,
despite these markers of mainstream success, r@mwes to be a product of many
artists who ‘see themselves as ghetto revolutiesaroicing the only consistent radical
urgings . . .”™ The ways that rappers negotiate their identitytie midst of the
constraints of being rejected by mainstream sodiegpme particularly important.

Like other political culture works, Chicano rap & means of articulating
ideology. One way that this articulation occurshiough the strategic language choices
made by the rapper. Kid Frost, for example, “usde and code-switching as ‘a strategy
of identification with the Mexican dimension of théexican American experience®”
The rhetors speak in the language of the audiemicieh serves as the introduction of a
new strategic choice. This strategy is unique t@#&io rap, and it is a way of creating a
connection with Mexican American populations inith@vn language, “By critiquing
obvious targets of institutional authority—poligmliticians, educators, judges—Chicano
rappers attempt to specify the elements contrigutintheir oppression, albeit through a

simplistic rhetoric.®*
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Vernacular language shows how a rhetor uses thgudmye of the audience.
Chicanos who listen to Kid Frost do not need tadwolutionaries or heavily involved in
the political arena to identify with rap music. Theerage person can understand and
relate to Kid Frost’'s lyrics. Through his articutats of displacement, members of the
Chicano community can take steps against this tisolaresulting from belonging to
multiple cultures by having this connection througk music. Furthermore, through his
music, “Kid Frost represents the possibility of tawhl recovery and ideological
repudiation that rearticulates Chicano identity timee borderlands® People who
negotiate membership in two cultures and feel tedldrom both could identify with rap
and have a space to articulate their own frustatid@his space provides the possibility
of healing of a group that has been traditionalhgtitutionally, and socially excluded
from the center. The following period of literatucentinues to expand on the idea of
moving from the margins to the center in alterratiays.

Gloria Anzaldua’s scholarship picks up where Detgamhds. In the previous
studies, there is a shift from the study of traxh#il social movements to more vernacular
means of voicing political dissent. Studies on Erésr example, showed his isolation
because his membership in multiple cultures. Anzkl writing discusses a similar
dimension of isolation, which signifies a similgriif experiences. Anzaldua explains:

We are a synergy of two cultures with various degref Mexicanness or

Angloness. | have so internalized the borderlanadflicd that sometimes | feel

like one cancels out the other and we are zerdyimgtno oneA veces no soy

nada ni nadie. Pero hasta cuando no lo soy, lo[Smymetimes, | am nothing or
no one. But even when | am not, | at].
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Anzaldlda shares her isolation explained by Delgadtholarship on Frost. However,
studies that are solely based on male oratorsasiéhd Frost have also left out women’s
voices. Anzaldua states:
And there were women like myself, many Chicanas,o wkere already
guestioning, having problems with the guys who wgn®ring women’s issues . .
. What you could say is that in the sixties and ¢ady seventies the Chicanos
were at the controls. They were the ones who wisible, the Chicano leaders.
Then, in the eighties and nineties, the women haeeme visiblé?
Anzaldua also responds to the political environmtat leaves Chicana and Chicano
voices in the margins, but she also speaks as @@hiwoman. Instead of rap, she uses
poetry, literature, and images. Although her poihéntry means that she identifies with
the Latino movement, she also calls for change dfffects the unique ways in which

Chicana women have been excluded from both thea@hianovement and from the

women’s movement.

Rhetorics of Difference

Along with the emergence of studies in rap mutie,interest among scholars to
study alternative means of rhetorical discourseabdg expand, more specifically in the
mid- to late-1990s. Here, the focus shifts to éitare and visual rhetoric. While there is
an adherence to the previous themes of Chicantigablconcerns, women along with
other Latinas/os begin to enter the dialogue. Tlnnssues surround visual images,
collectivism, and the creation of discursive spaaesa means of forming connections
with a past that is often excluded from history.cOragain, these spaces validate their

experiences, and they form a distinct identity. MWhiisual images are prevalent, all
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creative tools, such a prose, poetry, and storesnaportant components of rhetorical
discourse, “Creative works as a tool in the disgergonstruction of a space of their
own.”® The construction of this space is another way otuthenting historical
experiences.

Scholars use several methodologies to study tleskcts. Lisa Flores, for
example, reviews the literature by Chicana femsnigshd abstracts a model of the
Mexican American experiences in creating a homeldraWare, on the other hand,
examines the visual representations of a murakderoto discern the arguments of the
visual rhetoric. Calafel and Delgado also lookhat Yisual rhetoric of a photograph book
Americanosn order to show how visual arguments act as a foireernacular discourse.
Delgado further engages in the dialogue by exarmgitire collectivistic nature of the
rhetoric of Rigoberta Menchu; Palczewski contintiesdiscussion of collectivism by re-
centering voices through the analysis of Gloria #ldaa’s letter as a rhetorical form.
These pieces serve as artifacts, and they aretasgdate alternative spaces of discourse
and validate everyday experiences. The methodaagjee a historical account of the
artifacts while simultaneously showing how theyateecomplex, layered identities.

The creation of spaces of difference is importaetause they provide a form of
resistance to assimilation:

By employing a rhetoric of difference, in which Caina feminists construct an

identity that runs counter to that created for tHgyreither Anglos or Mexicans,

Chicana feminists begin the process of carvingaospace for themselves where
they can break down constraints imposed by othiéuress and group®.
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Identities have been imposed on Chicanas/os bgdh@nant culture. Chicana feminists
deviate from the identifications of others and fiaslternative ways of establishing their
own identities. By breaking down the constraintt thave been imposed by the dominant
culture, Chicana feminists can take steps to defiramselves, “It is through their
rhetoric, a rhetoric of difference, that Chicanenifieists construct their space and build
their home.®’ The resistance to assimilation is not just a maitdque to the work
written by Chicana feminists, but also prevalenvisual rhetoric. Murals, for example,
also make sophisticated arguments against asswoni/dthat Mexican American people
need not assimilate or give up their culture tovisar . . . survival requires opening a
space where it is possible to construct one’s odentity, drawing upon empowering
experiences®®

The artifact ofAmericanosalso makes the argument against assimilation as it
articulates “the presence of Latina/o differencéslevimplicitly critiquing how Latina/o
identities have been flattened and elided by domidascourses® Through this critique
of dominant culture, Latinas/os reject the ideaéfions that have been imposed upon
them by others. Through the celebration of the derity of experiences, Latinas/os
engage in a form of “epideictic rhetori€”Similarly, Delgado explores the theme of
authorship in his examination of the Nobel PeadeePwinner Rigoberta Menchu by
using a testimonial genre. Testimonials “oftencati[te] an authentic narrative from a
witness representing a collective experience thallenge competing official or state
narratives.*! This approach allows for the inclusion of a vaié@eople who would have

otherwise been left out of rhetorical discourse antique, “Her testimonial, as told to a
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Western mediator (Elisabeth Burgos De Bray), fundias both an autobiography and a
cultural and political document of/for the QuicHé.”

The idea of collectivism is further explored byd@awski as she uses the letter as
a rhetorical artifact: “The letter represents a nget maintain connections and ties, to
maintain community over distance and time. In fdbg letter enacts community by

3 "Murals function similarly; they are

recognizing, naming, and paying homage .
placed in the centers of streets to make rhetoamgiments, “They sought to paint the
history they knew, a history often based on ‘oratflitions, legends and myths*With a
sense of history, murals also help in the creattbna homeland, “Visual images,
particularly mural images have played an importaole in participating in the
construction of a ‘homeland,” in defining cultumhd communal identity in Chicana/o
neighborhoods, particularly in urban are&sFEurthermore, Flores also discusses the idea
of creating a home in discursive spaces that amkedaby a rhetoric of difference. By
making these spaces a home, the Latina/o can eenbisiber identity in order to be able
to build bridges with other cultures. One thingcisar throughout all these studies,
visuals created in the imagination through the aepee of the writings of Chicana

feminists or of the visual images identities andlites are being created, and as such

“pictures then are important not because they semiereality but created®

Latina/o Political Representations

Beyond the arts and visual rhetoric, politicalre=gntations of women of color in

the mass media and the response to them througitityd@olitics also advance the
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demands of these women. Since discussions aboettead to fall into some type of

identity politics debate, a section on politics ashehtity seems relevant for this literature
review. To start, the latter is a unique mediumaoese it maintains that the information
disperses to the masses through the form of tébevismovies, and/or books. The
distinguishing factor is that the images, messaged, other information are produced
with the intent of reaching a wide audience. Thitiodarship is a response to the
invisibility of accurate cultural representations the media, “although Mexican

Americans have become the second largest immigranip in the United States and the
most ‘rapidly growing minority,” they remain relaély invisible in the mainstream mass

media.”’

Scholars such as Flores, Delgado, and Calafelheeathe mass media and
focus on how Latinas/os are portrayed. For exampile, way that Latinas/os are
portrayed as “others” is of particular significant&he experience of Others is one of
silence (and absence) in public spaces and meda™s

The methods used during this period are ethnograpkamination of written
texts, and portrayals of Latinos/as in the newspsapad media. Delgado examines texts
written by Latinas/os to uncover how they choosédfine themselves:

| reject the need to categorize, control, or cartdtevhat Latina/o identity terms

might be. Instead, | demonstrate that Latina/osbeamany different things when

as subjects, they put identity terms into theimgetay communication practicé.
Delgado also examines Richard Rodriguez’'s béhknger of Memory which is an

autobiography that claims to represent an “authemtispanic experiencé® He

examines the autobiography in order to criticize llegemonic nature of the book.
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Mayer, on the other hand, uses ethnography towemabe ways that telenovelas
participate in the formation of identity, “throughe participant-observation of a small
number of Mexican American young people living invarking-class neighborhood of
San Antonio, Texas>* During this approach, Mayer is both an insider antsider. She
is an insider in that she joins the group thahédbject of study; however, she is also not
a member of that particular culture. Vargas commdiscussions of representation in her
own conclusions that there is an underrepresentatib Latina/o current affairs,
stereotypical portrayals are perpetuated, and dlrerage they receive portrays them as
objects rather than subjects of authofftflores continues on the portrayal of Latinas/os
in the news by examining the contradictory portlethrough the use of narrative in
immigration discourse. Whereas the portrayal of Max immigrants exemplified a
“narrative of need® in earlier immigration mediated discourse, themsva shift to a
narrative of “border breakdown” in later discout$ét is clear that Latinas/os were seen
as belonging in the fringes of society due to teeception of being immigrants, “The
fact that Latina/os continue to be considered mastimigrant, demonstrate their/our
eternal outsider status in a country where their/ptesence predates the Anglo
population.®®

Delgado also critiques the autobiographyichard Rodriguez. He warns of the
utilization of an icon that has assimilated intoimsgream culture. He notes the
importance of looking to a diversity of experiencess Latinos increase in visibility
within the mainstream of America, it is importard tnaintain complexity of and

differences among the Latino peoples of the UnB¢ates. Immigrant and native born,
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Cuban and Mexican-American, bilingual and monolaguve are all different®
Delgado’s call is important because difference he starting point of Anzaldua’'s
discussions on identity.

As a result of the negative portrayalshie media and a lack of representation in
the academy, the most recent direction that Ladis&idies has taken is in the form of
cultural performances of bodies. Here, the focumisiow people interact, and how they
make use of cultural symbols to perform their idgnThese occurrences are not created
in mass proportions; instead, they occur in theryslay lives of marginalized people.
Some methods include ethnography and participaserebtion. Scholars draw upon
Dwight Conquergood’s definition, “A performance mtlgraphy paradigm or dialogical
performance ‘is a vivid reminder that each voices lits own integrity.”® The
performances are not consumed by a mass audieoagyvhr, scholars argue that they
are still valid forms of expression with powerfigsifiers of identity. Calafell uses poetic
transcription as her methodological approach. Widllso uses participant observation
along with formal and informal interviews. She hhs constraint of being an outsider,
which will be something that will be relevant in mawn research of Anzaldua’s archive.

These methodological approaches are used in twad@rswer questions revolving
around performance and culture. For example, Latasoin Ohio perform their identities
at “Latino Night.” These “backstage performancee ataged in traditional Latino/a
settings where Latino/as form the majorit§."Here people create their own spaces
through sharing stories with others, “Many of thetgipants at ‘Latino Night' Shared

stories of separation from the Anglo townspeoptesmoborn and raised in or near Plains,
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in predominantly Anglo communitie§® Separate discursive space is crucial for people
to talk about their experiences of living in thergias of the dominant culture.

Anzaldda engages this scholarship through perftweariting. In her work, she
uses code-switching between languages and gentldmugh several scholars such as
Calafell use performative writing in their work ethvriting itself has not been dissected
by rhetorical scholars. Anzaldia also continuesdiBeussion on identity as it relates to
larger structures of power. Her approach does eetito be anthropological because she
is studying her own culture. Her political claime anique to her culture; however, they
emphasize a need for unity. | now want to answezakaua’s call for unity by engaging
the theoretical contributions of invitational rhetoand where her theories may enter this

dialogue.

INVITATIONAL RHETORIC

An important component of Chicana and Latina rhetis attention to one’s own
identity while simultaneously building bridges witbther communities. Anzaldlda
explains, “To survive the Borderlands/ you musg kin fronteragwithout borders]/ be a
crossroads® After having a sense of her contradicting opprssithe Chicana subject
is challenged to return to her community and bbilidges with others. This challenge is
a form of invitational rhetoric, which is the lisgure discussed in the ensuing section.
The evolution of the feminist project of Foss andffa’s invitational rhetoric merits
some discussion, including its criticisms and ho®@hacana feminist project fits into the

conversation.
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Foss and Griffin attempt to widen the field of idvé&c by attempting to move it
beyond persuasion, “Attention to non-patriarchalinf® of communication, feminist
scholars argue, expands the scope of rhetoricairyhand enhances the discipline’s
ability to explain diverse communicative phenomeun@cessfully.* They claim that
rhetoric has a “patriarchal bia¥”and it “devalues the lives and perspectives ofeho
others.”® More specifically, the bias in rhetoric silencks voices of women.

In order to widen the scope of rhetoric to inclddeinist principles, Foss and
Griffin propose an invitational rhetoric:

Invitational rhetoric is an invitation to understitmy as a means to create a

relationship rooted in equality, immanent value,d aself determination.

Invitational rhetoric constitutes an invitationttee audience to enter the rhetor’'s

world and to see it as the rhetor does . . . Igealidience members accept the

invitation offered by the rhetor by listening todatrying to understand the
rhetor's perspective and then presenting their 8iwn.
By using a different style of rhetoric, Foss andffiar hope to open the field and be
inclusive of feminist ideals by claiming that it€lwes a greater heuristic, inventive
function than rhetoric previously has allowed.Most importantly, for the purposes of
this dissertation, invitational rhetoric claimsdthow for marginal voices into academic
circles. Foss and Giriffin state:

Invitational rhetoric provides a mode of communimatfor women and other

marginalized groups to use in their efforts to $famm systems of domination and

oppression. At first glance, invitational rhetontay seem to be incapable of
resisting and transforming oppressive systems asgatriarchy because the most
it seems able to do is to create a space in whéphesentatives of an oppressive
system understand a different—in this case, a fstriperspective but do not

adopt it. Although invitational rhetoric is not dgsed to create a specific change,

such as the transformation of systems of oppressit;m ones that value and
nurture individuals, it may produce such an outcdfne
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It seems that Foss and Griffin say that change beayn unintended consequence of
invitational rhetoric, although it is not its pug® The purpose of invitational rhetoric
aims to bring an audience into the worldview of tihetor as a means of fighting
patriarchy. This rhetoric claims to include mardjired voices.

Scholars of rhetoric have had several mixed resgporio Foss and Griffin’s
invitational rhetoric. Cloud, for example, statdsatt “positions of an invitational
feminism . . . if taken to their logical conclusson . disable both critics and activists who
have always needed the tools of influence and oatdtion not only to make change, but
also to survive¥ In response to Foss and Griffin’s argument of-determination,
Cloud remarks:

The invitational rhetoric model is utopian: Fossl &uiffin state that a principle

of feminist invitational rhetoric is self-determiran, but pose no solution to the

problem that most of the world’s population livelgdives characterized by the
forceful determination of their living conditiony bthers®®
Without self-determination due to the systems ofig@othat are in place, the model of
invitational rhetoric does not hold.

There are other scholars who have made criticisimtss and Griffin’s model.
For example, “Julia T. Wood has charged that tlieas have misrepresented feminism
as a monolithic perspective and rhetoric as a ocegractice.®® In addition, “Bonnie J.
Dow has argued that their perspective is needlesss$gntialist and biologisti¢® In
regards to the previous three criticisms, Gunnairpl

All three critics condemn invitational rhetoric fdas stance against conflict and

struggle, which have been crucial for the socianges that made the West better
for women (and men). The world has been an inhalsigitplace for women, they
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argue, and the invitational paradigm thus functi@ss a denial of shit by
excluding the unacceptable from its purvitth.

Finally, Gunn resituates invitational rhetoric asséh—it can be conceptualized as a
theory of love and desir8” Despite these criticisms, there has been a rexterhpt to
defend invitational rhetorit’?

Anzaldda’s rhetoric seems to be both invitatiorrad antagonistic. On one hand,
she wants to invite her audience to embrace aleif conflicting identities, but on the
other hand, her project rejects integration inte tominant culture. | argue that there
needs to be antagonism and invitation in ordetHertheory to fulfill its course. By only
providing invitation without any reservation, tHesbry runs into the issues proposed by
Cloud in her criticism of invitational rhetoric. Bg too invitational undermines the
necessary dialectical positionalities that are ssmey for change. By integrating
invitation with antagonism, there is an understagdhat a theory is being invitational,
but only to a certain degree.

My argument rests alongside Cloud’s theory in that invitational paradigm is
utopian. There does need to be the ideal appeaitay into the discourse of the “Other.”
Since this act involves leaving one’s own perspectio enter an unknown realm,
invitational rhetoric has to be utopian. Howevéthe call remains utopian, it is difficult
for any change to tangibly take place. Once thdorhes introduced to the utopian
possibilities, she or he must be faced with antegonn order for the crux of the theory
to survive. For example, a woman of mixed race megpond to Anzaldia’'s more

utopian invitation. However, as soon as the iniatais accepted, the woman must also
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face contradicting identities. In Anzaldua’s caaetagonism happens in her rejection of
assimilation, which is necessary to keep the mowenmeits course and invite others to
join. The relationship between invitation and antagm will also play a central role in

this dissertation. To what degree is invitationétoric too invitational? How does

antagonism work to keep the movement on course?aldaa’s theories have been
appropriated by many different disciplines provihgt her rhetoric is indeed invitational.

However, the antagonism inherent in her theoryaaiad change is yet to be explored.
Despite the widespread use of Anzaldlda’s work,afi@about Chicanas and invitational

rhetoric have remained segregated in communicgbiomals. It is important to test the

theory with a marginalized community that is dudtying to invite audiences into their

world-views and change their oppressive conditions.

Insights from the communication literature clarifye different layers of discourse
that Gloria Anzaldia addresses. On the one hand,Glscana feminist, there is a sense
of allegiance to the Chicano movement; howeverethe dissociation with the fact that
women have been largely ignored. However, she wawitably involved in the
movement and has employed some its methods. Fonpa&aAnzaldua inserts herself
into the Chicano movement, but alerts audiencegoimen’s needs. She skips the public
speeches of the Chicano movement and goes straigdre the second subsection of the
literature goes: to the letter and performancegparétive writing. She speaks back to the
representations that are imposed upon her in theéianand she creates a space of

invention and agency through her borderlands metagtinally, she offers alternative
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methods for creating theories. She invites herenadi into her world and asks them to

engage with her experiences and theories.

CONCLUSIONS: RHETORICAL THEORY

Women have historically been excluded from bothwhorld of art and the public
sphere. They have formed counterpublics that haabled them to communicate their
grievances in public. Anzaldua’s work challenges public/private split through the
rhetorical action of confronting and resisting agsive systems of power through
strategic uses of images. Similarly, there havenlsfts in the study of Latinas/os. The
first studies in communication journals followedicdt traditional rhetorical approaches
that analyzed public orators. This focus on cerfigaires parallels the way in which
traditional rhetoric is characterized by the anialys public speeches such as Martin
Luther King's famous “I have a Dream” speech andrallam Lincoln’s inaugural
address prior to the Civil War. Even when the peditmovement turns to an analysis of
laws, there is still an adherence to the origirebdigm of rhetorical theory through the
study of public figures. The next section has theu$s on visual rhetoric and literature,
which is a significant turning point of Latina/oudies. The focus is on visual
representations of culture and the creation ofrraditéve spaces of discourse. The goal
with visual rhetoric may not necessarily be to riptet the visuals (as that would be the
job of an art historian), but instead it is to eggdahe text and examine its rhetorical

dimensions. The final methodological approach bhegraphy and performance also has
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a heuristic value and can be applied to a mulitgliof artifacts that exhibit complex
qualities.

The literature on invitational rhetorioipts to a theory that is meant to attract
marginalized communities, but it has failed to do Boes this failure mean that the
theory only holds for some feminists and not otAd&ds does it mean that it has not been
accurately attached to a theory of social changerttakes it more productive? These are
important questions to keep in mind throughout thssertation. The shift in methods in
the Latina/o studies literature in communicatiamdgts has led to the expansion of texts
studies by scholars of communication, but therens important component missing:
Chicanas and social change. More specifically, itiegpe fact that Gloria Anzaldla has
been writing on the subject of Chicana identityceinhe 1980s, she does not enter the
dialogue of communication studies until much latgth Flores’ article. However,
Anzaldua’s theories of social change have yet tcexiglored. | argue that there this
missing link is due to missing analytical toolsttban help understand the cultural work
of marginalized cultures. As evidenced by the ditere review, the Chicano movement
has been studied to some degree by rhetorical ashohlthough Chicanas and other
Latinas have been situated in the arts, visuabrigetand studies about or in response to
representations, there is no literature that caieg® Chicana feminists as part of a public
or counterpublic with political aims. Whether thase part of the Chicano movement at
large or their own movement/counterpublic is yeb&explored. Taylor’'s archive and
repertoire will be applied to Anzaldia’s work toigainique insights to the oscillation

that takes place in the formation of cultural thesr
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Chapter 3: Data and Methods: Archival Impulses

When critics think of archives, they generallytpre objects at a library behind
locked doors, inaccessible to the general publichSraditional archives exist, but this
dissertation focuses on a different manifestatioarchives that combines the official and
the unofficial in order to understand issues of warof color. More specifically, | focus
on the way that bodies are performative archivesnemory and history through the
manifestation of memory in official and unofficirms. Bodies are living people who
collect the materials found in archives. Archives eelated to bodies because they are
left behind after a person’s death. Bodies carrgeeences, joys, and scars that have
been endured in ways that have not been traditiodalcumented. As women of color
who have been traditionally left out of dominargthrical accounts, Gloria Anzaldua and
Diana Taylor have both felt the weight of the résgl borders and redraw the
cartography in such a way that place their expeasrat the center of discourse; they
engage in acts of decolonization through perforraaRor this reason, it is appropriate to
place these two women into conversation with ongleer. On the one hand, there is a
rich archival library in the works of Gloria Anzdid, on the other hand, Taylor provides
a theoretical method that can be used to examirmldaa’s theories as they exist in the
archive and as they are performed in every-day life

The dissertation will use archival research tavdeAnzaldda’s theory of social

change. In order to develop a method that is @btestillate between the official archives
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and the unofficial iterations, | will make use otlreeory that is flexible enough to help
analyze issues regarding women of color and theemewt between the official archives
and the performative unofficial utterances. | useotetical concepts to look at texts; in
doing so, | simultaneously develop a rhetoricallmadtfor examining archives and derive
Anzaldiua’s theory of social change. Diana Taylotencepts of the “archive” and

“repertoire” will be especially helpful for thesenposes. In order to use Taylor’s terms, |
will first go over the significance of archival eggch in rhetorical studies, identify some
gaps in our understanding of traditional archivedearch, define the method of the
archive and repertoire, and explain how to use a&hehive and repertoire as a

methodological complement to archival research.

TAYLOR'’SARCHIVE AND REPERTOIRE

Diana Taylor's theoretical project has to do whlw expressive behavior
(performance) transmits cultural memory and idgritBhe also argues for a hemispheric
perspective that expands the “restrictive scenaaind paradigms set in motion by
centuries of colonialism”The purpose of her work, then, is to create a théwt is able
to account for the official documents as well asirtlileeting reiterations. Next, | will
define the archive and repertoire separately; hewethis is merely for the sake of
understanding. Taylor discusses the archive anert@pe as interdependent. In fact, she
argues that the separation between the two isgbathe problem, “The strain between
what | call the archive and the repertoire hasmfieen constructed as existing between

written and spoken languag&This binary is the very notion that Taylor's wattempts
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to complicate. Therefore, even though | am sepagathe terms for the sake of
explanation, they will be used in relationship te@nother throughout this dissertation.

Taylor begins with a description of the archivdeSstates that the archive is
synonymous with official:

“Archival” memory exists as documents, maps, litgratexts, letters,

archaeological remains, bones, videos, films, CélMsthose items supposedly

resistant to change. Archive, from the Greek, etpgioally refers to “a public

building,” “a place where records are kept.” Fraarkhe it also means a

beginning, the first place, the government...we migiriclude that the archival,

from the beginning sustains power.
The objects described above are official becausg &ne all records of something that
took place. However, those in power have the gbibt manipulate the documents in
order to fit their needs. Bans on books and otheh practices are made in the name of
certain ideologies. Even though the archive appeeab® infallible, it is inextricably tied
to those who are part of its creation. The abditgreating documents that will be placed
in the archive involves a choice of what to inclutihés choice is tied to power.

The objects in the archive are not comabeobjective. They reflect important
decisions. Yet the archive is an unquestioned dfitebjectivity. It preserves important
documents and objects that tell an official st@ye of the problems with the archive is
that it is tied to theories of colonialism. In eapling the erasure of Aztec and Mayan
cultures, Taylor states:

Part of the colonizing project throughout the Amas consisted in discrediting

autochthonous ways of preserving and communicatirfgstorical

understanding...The very “lives they lived” fade int@bsence” when writing
alone functions as archival evidence, as proofre$gnce.
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Taylor explains that writing privileges one typemémory over another. Winners tend to
be the ones who tell histories, but this is oftenalat the expense of those who have a
different way of preserving their culture. Thus, Wwave a necessity for the repertoire.
While the archive is more official, the repertagsenore experiential:
The repertoire, on the other hand, enacts embodiedhory: performances,
gestures, orality, movement, dance, singing—in tshalt those acts usually
thought of as ephemeral, nonreproducible knowle&gpertoire, etymologically
“a treasury, an inventory,” allows for individuagency, referring also to “the
finder, discovered,” and meaning “to find out.” Thepertoire requires presence:
people participate in the production and reproduciof knowledge by “being
there,” being a part of the transmissfon.
The repertoire can never be fully reproduced bseavery performance is different.
There are circumstances in which acts are repelabeckver, this does not mean that they
are the same. Butler alludes to this differentmaiio her discussion of gender, “That the
terms recur is interesting enough, but the receg@oes not index a sameness, but rather
the way in which the social articulation of the nter depends upon its
repetition...Terms...are thus never settled once amdaflobut are constantly in the
process of being madé.Although Butler specifically discusses the repatitof gender
norms, Taylor's repertoire is also affected by tepa. In the very spaces in which
marginalized communities are caught in repetittbere is a space for agency.
Although there is a possibility for aggnmeflection is necessary. Taylor discusses
the role of archives in the time of Columbus. States:
Theatrical encounters, certainly, are capturech@sé¢ scenarios transmitted both
through the repertoire and the archive. The letterd journals by explorers,
conquerors, and missionaries were widely publisfsdl censored) during the

sixteenth century. Performing the act of possessimakes the claim; the
witnessing and writing down legitimates it. Thetdes and journals assure the
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reputation of the colonizer, not just in the eyéshe King and Queen, but for
generations to conte.

The repertoire provides a space in which other $oaihknowledge are permissible and
binaries may be broken.

The repertoire is related to the archiaihough, it takes on new form. Taylor
states a few questions in the justification of theroretical agenda, “Is performance that
which disappears, or that which persists, transehithrough the nonarchival system of
transfer that | came to call thepertoire?”® Although the repertoire is dependent upon
the archive, it implies a system in which the knedge of the system as it is transferred
to the person for interpretation. The fact thas thiinsfer is a system does not mean that it
is a one-to-one transfer. Instead, it is the statoih of meaning in the body of the other
person. When a member of a marginalized commuakgga an object from the archive
and describes an oppositional experience in redardsat object, there is a movement
between the archive and repertoire through perfoomaYet when another person looks
at the same object and also shares her experigrateperformance will differ from the
first, creating possibilities for disrupting therdmant story altogether.

Spaces of agency are created through the movebstween the archive and
repertoire. In a society where people are forceieatify with one part of their identity
over another in order to be able to complete sintgdés such as marking a box on an
application for employment, the ability for fluigits an act of agency. Butler also agrees,
“If I have any agency, it is opened up by the thett | am constituted by a social world |

never chose. That my agency is riven with paradogsdnot mean it is impossible. It
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means only that paradox is the condition of itssfmbty.” *° It is in this space that Taylor
writes from and encourages her audience to findhiemselves.

Anzaldda is a woman of color who exemplifies Tayanovement between the
archive and repertoire, making both projects simdad logical extensions of one
another. Taylor states, “Every power, including plosver of law, is written first of all on
the backs of its subject$™Anzaldda similarly states, “I am a turtle, whenelgo | carry
‘home’ on my back. Not me sold out my people bugytme. So yes, though ‘home’
permeates every sinew and cartilage in my bodyol am afraid of going homé?
Anzaldua exemplifies the way in which laws (bothnfi@l and informal) are written on
the backs of bodies of color. The fear of “goingnad that Anzaldla talks about is an
unease that comes from being in the liminal spateden the archive and repertoire. For
this reason, | propose to examine Anzaldua’'s phys&chive in order to note the
theoretical fluctuations between the archive apearimire.

At first, scholars may impulsively view the arcliand repertoire as antagonistic
or as part of a spectrum. However, that relatignghinot necessarily one of antagonism.
Taylor argues:

Even though the relationship between the archive the repertoire is not by

definition antagonistic or oppositional, written adonents have repeatedly

announced the disappearance of the performancagasmvolved in mnemonic
transmission. Writing has served as a strategydpudiating and foreclosing the
very embodiedness it claims to describe.

The critic needs to remain reflexive about tkadency to erase with writing the

performative iterations in the repertoire. The arehand repertoire mutually affect one

another and should be studied as such. Speciatiaticneeds to be paid to the role of the
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researcher, and reflexivity is key to understandimg relationship between the arch
and repertoire. This dissertation attempts to gewith the interwoven relationship -
the archive and repertoire. Sometimes, it is diffico speak of one without the otf
Moreover, there seem to be two levels of the arclard repertoire in this stu
The following chart explains the dimensions the archive and the repertoire. T
archive is defined as the official archival colleat The repertoire is defined as |
performances and interactions with the archive.hiithe archive and repertoire, th

are also elements of official and unocial documents and performances.

e

'
Repertoire: Responses,
Archive: Anzaldua's Performances, &
Papers Interactions with
Archive
s N
Archive: Official Repertoire: Unofficial
Documents--Birth [ Performances,
Certificates, Passport, Artwork,
etc. Conversations
. J
s ~ e N
Repertoire: Unofficial Archive: Official Dvd,
Awards, New
— Performances, — . L.
. Publications about
Literature, etc. .
Archive, etc.

Figure 1: The Archive and the Reperto

The chart above helps to demonstrate the way losganize my analysis chapters. 1

first case study will examine the archive as defibg the Anzaldua papers in the Ben:
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Latin American Library at the University of Tex&ince it would be impossible to cover
the entire archival collection in one dissertatibnfocus on the official documents:
Anzaldia’s birth certificate, corrections to thetticertificate, and, to a lesser degree, her
passport and identification cards. | will also exaenthe repertoire defined by unofficial
performances and literature that are directly cotete to her official documents. In
addition, unpublished literature and works of betiare also performative elements that
respond to the archive. The work of fiction “Herria Never Got Called” was only read
by a handful of friends and colleagues. Nonethelieggovides a response to the official
record and captures an interaction with her biettificate. Even though these documents
are part of the archive, they do not have the iaffistatus when compared to a birth
certificate. The second case study will be an esenn the repertoire. For example, the
opening reception for the archival collection is example of the repertoire as it
specifically relates to her collection. | will loak the unofficial performances, artwork,
and conversations surrounding the Anzaldla paperhey relate to the making of a
documentary. The conversations among and betwéistsand teachers about her work
would also be in the Repertoire. Finally, | examiimsv those performances have become
codified into an archive through a finished docutagn

The distinctions made in the chart help to explhia relationship between the
archive and the repertoire. | argue that these dwd content are interwoven and affect
one another directly. Separating them for the s#keach case study is difficult, but it
helps to explain why a study of only official docemts or only performances might be

incomplete. By looking at the archive and repeetdiirough a series of relationships,
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audiences might be able to understand the biggéurpiand make more informed claims
about the making of theories. Although it would eppto be easier to superficially
separate the archive from the repertoire (fromawerall collection and reactions to the
collection), my research has shown that it is mereductive to examine their
relationships. Only after research is undertakesutikhe nuances within the collection
and the resulting performances, is it possible ttkenclaims about the nature of the
archive and repertoire as a whole. Perhaps on & mbvious note—but still worth
noting—the archive and repertoire blend into onetlaer. In order to better understand
the context of the person to whom the documentsnigeld, it is imperative to examine
the relationship between the archive and repertmrboth levels that | have proposed.
As | have explained above, the archive and repertoill be my method. | will
study and survey the texts and artwork to see venethd how her artwork enacts her
theoretical positions or how her theoretical posisi enact her artwork. For example, |
will show that performances on the ground can ti®elven the most official documents,
and how there are ways that established forceopppte the repertoire. In other words,
it is not that the Archive is dominating and thepBeoire resistant. The chapters focus on
an example of each: an official archive source, andpertory archive source, e.g., the
taking up and re-performing and/or re-circulatihg material from the archive. Then, |
consider a repertoire source and then an apprapriaf repertoire. | start with the
archival source of a birth certificate (infiltratdry ideology) and examine how it is
referred to in a work of fiction as the sole foamfsthe official narrative. The repertoire

source is made up of a series of conversationspanthrmances that give rise to a
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documentary that in turn becomes a part of theciaffarchival collection at the Benson
Latin American Collection. These official documemt® juxtaposed against unofficial
performances and vice versa; this exhibits how teagh work both in isolation and
together. In doing this, I am able to identify anfaist theory of social change by
working through Anzaldua’'s method. The case studies relevant toward this end
because Anzaldua performs her own theory. The @aste study will describe how
Anzaldla crafts her theory based on her own expes& the second case study shows
how other women employ her method even after hathde

Taking on such an endeavor will allow for marginedl voices to be heard. It will
help scholars use a wide array of tools to put malged voices in conversation with
rhetoric. Even for the scholars who already usealhm’s theories in their academic
vocabularies, it will help to clarify what her rakein the Chicana feminist movement and

how visual rhetoric informs the making of theories.

ARCHIVAL RESEARCH IN RHETORICAL STUDIES

Traditional archives are defined as, tspiized kinds of libraries that usually
contain materials specific to one institution otiaty. The archival record contains those
rarest and most valuable of data, actual studeitings, teacher records, unprinted notes
and pedagogical material¥"These archives are most popularly found in lilesrand
confined to the rare books section. More recer@ilgang also provides a definition of

archives:
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An archive gathers into itself what it judges to werthy of being gathered; it
assembles what belongs to it. This means archikesi@t mere aggregates of
data, of what is simply given. Selective and judgmentalnature, archives are
constructions; they are constructed, accordingtoesprinciple. The principle of
selection guides the act of collection, which areasall that is collected in one
repository, forming dypothesisthe archival basis, upon which “documents” can
be accumulated, and according to the same prinagtebe deletetf.

Chang provides a slight variation to the first, andre traditional, definition. Using a
more ideological definition, Chang hints at theifcdl nature of archives and the choices
made by institutions and researchers alike aboet abllections. More specifically,
archival research is an important methodology ar thetorical critic. Biesecker states
that the archive is an important space for expionat
As | see it from here, which is to say, from withan intimate relation to one
archive, scholars of persuasive speech have ndiggin robustly to engage the
entailments of the archive’s irreducible undecitigbieven though we are
uniquely positioned to do so, given that the deconstructdn“fact” or of
referential plentitude does not reduce the contefitshe archive to “mere”
literature or fiction...but delivers that content ovi® us as the elements of
rhetoric. Indeed, from thenistoricity of the archive, rhetorics; out of the
deconstruction of the material presence of the aadt thus, in relation to what
the archive cannotwuthenticateabsolutely but can (be make ta@uthorize
nonetheless, issues an invitation to write rhetbiistories of archives, which is
to say, critical histories of the situated andtsgec uses to which archives have
been put®
From a rhetorical perspective, there is a neechvestigate the nuances that archival
research brings to communication studies. Biesefid@mrses on the situated nature of
archival research and its necessity for the creatiocritical histories. Since Anzaldua’s
life’s works were to open academic writing to irdduthe voices of women of color, this

current dissertation attempts to answer Bieseckwalisfor archival research. Taylor also

offers the possibility to combine archival reseanath other methods of oral history in
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order to add layers of complexity to the offici@lodiments in the rare books collection at
libraries.

Morris continues with a similar claim in the inthaction to a forum on archival
research, “The archive [is] a long-standing hatofathe rhetorical critic and theories . . .
| do think it accurate to claim that the disciplypaelationship with the archive has
deepened recently” Morris continues, “The archive, therefore, shouightly be
understood not as a passive receptacle for histalimcuments and their ‘truths,” or as a
benign research space, but rather as a dynamiofsiteetorical power*® Again, the
archive is a site of struggle that needs to ben&urexplored. Although there has been a
clear call for further archival research, there am enough studies to warrant a
methodology to the study of archives in rhetoricséntially, there is no section in
rhetorical criticism textbooks devoted to the studlyarchives as is the case with, say,
ideological criticism, social movement criticisrmgaeven fantasy criticism.

The absence of archival research as a methodalagyrhetorical scholars can
make use of is not to say that archival researcloismportant. Several scholars such as
Lauer?® Hall,*® Gunn?* and Carcasson and Auffeto name a few, have used archival
research in their rhetorical pieces. Morris “filFinnegarf’ Biesecke?® and Houck®
have written about the use of archives and thégrirorhetoric and communication. Most
recently, Chang’ Rand?® Bowker?® and Stolef’ continued the conversation about the
role of archives in communication and critical/cu#tl studies in a special issue forum.
Chang uses the figure of the postman or messefijmg states, that the postman is

saved by the thing that killed him: the st8hWly study agrees with Chang’s argument
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that an archive is built upon archives that camfreeit** This dissertation aims to
examinehow archives are built from earlier archives. Rand sakp an examination of
Derrida’s Archive Feverand explains “This ‘fever'. . . is symptomatic otension. . .
created by those incompatibilities that are shettexithin the concept® The division,
Rand explains, occurs from two different meaninfsmhive: beginning and rule or
commandment! My study continues on the notion of the dividechave through the use
of official and unofficial. Bowker offers the splitature of the archive and offers a
definition of the formal archive and the trace. Bewstates, “The formal archive is best
characterized as bowdlerized, legally aware present of the past as rational

35 \While the archive has

reconstruction from the present and current offigraupthink.
an official element, there is also another impdrtalement to consider, “The trace
archive is expressed in duration: it is about lsabind customs and place rather than
coordinate time and spac®”Stoler also wanted to uncover something beyond the
formal, stating, “My hope was to do something ukdfoth generative and enabling for
students of colonialisms . . . that we can gain mesights into colonial governance by
attending to the content in archival forni8.My dissertation also looks for the interplay
between the official and unofficial, with an empisasn the performative element of the
unofficial. | also aim to expand the role of thauat content of the archive, but | also
attempt to show the ideological underpinnings & timdings. My dissertation aims at
discussing the nature of how the archive is forraed how it continues to evolve. | also

examine the role of the visual and how that becompart of the archive. My argument

is that there is a need to continue to use arch@sdarch in rhetoric and one reason more
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rhetorical critics do not engage in archival schailg is that it is difficult to assess its
“situated” nature, as Biesecker explains, becauseavnot have the tools to account for
the movement between official texts and unofficiatations. Finnegan further explains
that archives are not stagnant, “Recognizing thatgpace of the archive both prompts
discovery and requires interpretation and evalunati@s the potential to make our
experiences in the archive more fruitful and owuténg scholarship richef® Finnegan
alludes to the role of the critic in archival res#a which is crucial when conducting
academic research about culture although it igcditf to account for a more cultural
approach without adequate tools available to thie.cr
Specifically, there is a need for archivesearch about people of color. Taylor
states, “Not surprisingly . . . this lack of archliypresence leads people to question the
very existence of these populations. For many,nioddis have no bodies, it seems. They
are shadowy, undocumented laborers who do necegsairyisible labor.®® The current
trends in archival research tend to favor certanmd« of people such as Burke, whose
papers are located at The Pennsylvania State WitiyeAlthough studying people like
Burke is fruitful for the field of rhetorical stuel, Taylor also discusses the danger of
leaving out the archives of people of color:
When Latino/as do have bodies, they tend to betdiatated—they are the backs
that bend to pick the strawberries, the arms theincthe houses, the hands that
push those baby carriages. Or they are the bodiénd bars—among the
disproportionate masses of men and women of calkarcerated in the United
States®

To conduct more nuanced research that allowsh®unhderstanding of cultures in

their own terms, as in the case of Anzaldua’s wthkye is a question about the very
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definitions of archival research and the role @ thitic. Essentially, the critic has the job
of a historian. The critic must read “a text a®auiment, a piece of information in a mass
of knowledge, a thread in a ‘strand of meaning't thrust be untangled, straightened
out.” Kellner warns against too much interpretation; nhere the critic interprets the

text, the less room there is for the text itseléllker argues, “The straight story, the
pausile pigeonholing paraphrase, makes it possiblehandle large amounts of

information, but the economics of reading are imakte. Every gain in scope is won at
f

the cost of the text’® Other authors, such as Connors, do leave more fopthe critic

to interpret texts. However, the text is supreme.

FUNCTIONS OF ARCHIVAL RESEARCH

Many studies made use of archival research topartl or all of the analysis.
Although the productivity of the previously statedrk is without question, | argue that
it is necessary to document the role that the aecplays in each specific study. The goal
is not necessarily to discipline archival reseaeshthe functions always expand ways of
conducting research; there should be a clear gaahmmsparency. Archives must provide
something unique that could not otherwise be actishgd with other forms of
rhetorical criticism. In other words, the necessityarchival research, whether traditional
or what | am proposing, needs to be explicitlyesfat

Archival research (on its own), when paired witiother theoretical construct,
needs to offer unique conclusions about the teattwould not have been reached in any

other way. The paper, dissertation, should notlide & reach the conclusions without
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the unique use of archival research. Archival nesednas the advantage of offering
instantaneous credibility for the critic becausésitin indication of rigor and access of
primary research. Although this is a wonderful adage of engaging in archival
research, the purpose of archival research shooalcemd there. | maintain that when
archival research meets the method of the arclmde@pertoire, the findings will: 1. help
us understand the text/context/periphery bettere®rite the text; 3. disprove the text; 4.
reinterpret the text; 5. teach about others reltdet@xt; and/or 6. help us understand the
author and ideology of the time. By being more @e@bout the purpose of the archive
and what it brings to the table, critics can paweway for further developing the role of
archival research in rhetoric.

As | have mentioned before, one of the reasonsttigdifficult to study texts of
third world women has to do with the inadequacywfrent theoretical tools that allow
for women of color to speak on their own terms.sTtlissertation introduces a different
type of archival research and derives a method firwrtheories of Diana Taylor that are
amenable for scholars of rhetoric to study thesteXtGloria Anzaldia and other women
of color. The purpose of the archival researchdppse is to help critics and readers
understand the text, context, and periphery sudmgnissues of women of color. It will
also aid in learning about the ideology of the tirtlee ways in which women of color
have traditionally been excluded from dominant odisses in the academy and continue
to be so. Therefore, a deconstruction of archivdearch follows along with an
introduction to Taylor's approach. Taylor also offea method that centers affect. My

analysis now turns to affect in archival research.
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THE ROLE OF AFFECT IN ARCHIVAL RESEARCH

This dissertation makes use of Taylor's concepth@“archive” and “repertoire”
to argue for and examine another dimension of aatliesearch: the affective nature of
discourse. Cvetkovich states, “It is important tearporate affective life into our
conceptions of citizenship and to recognize thas¢haffective forms of citizenship may
fall outside the institutional practices that westtumarily associate with the concept of
citizen.”® Although | am not speaking of citizenship propsstjyet, Cvetkovich makes
the argument that to fully understand a situationher case, citizenship), the official
must be balanced with the unofficial: affect. Laakioutside of official narratives helps
define citizenship. For example, a non-citizen segko become naturalized may learn
more about the rules of citizenship than someone whs born a citizen. Similarly
people who feel left out of discourses on citizemsimay be able to helglefine
citizenship through affect. Working through the Aldtia archives is difficult because of
the many different traumas and oppressions sheriexged. She positions herself in
solidarity with other Chicana women of color whaakenter the role of affect in their
work. In response to Anzaldua’s claim tiBairderlands‘speaks of [her] very existence,”
Castillo, explains thatBorderlandsis a blood curdling scream in the night.The very
description of Anzaldua’s work is filled with affedvioraga further states, “The only way
to write for la comunidad is to write so complet&lym your heart that what is your own
personal truth® Moraga explains the importance of writing usinteeff as a means to

engage her community. Moraga continues:
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The danger lies in failing to acknowledge the spgty of the oppressionThe

danger lies in attempting to deal with oppressiarely from a theoretical base.

Without an emotional, heartfelt grappling with thaurce of our own oppression,

without naming the enemy within ourselves and oletsof us, no authentic,

nonhierarchical connection among oppressed groapsake placé®
The use of affect is central to facing the oppr@ssiof women of color. This history of
oppression that Anzaldua writes from oscillatesrfrafficial iterations in the archive and
unofficial performances in the repertoire throudfee. Cvetkovich’s advice, then, is
well taken, “This traumatic history necessarily @ms unusual strategies of
representation’’

Although Cvetkovich’s work concentrates on theigyles of queer persons, she
also mentions the struggles of Chicanas in heud&on of Cherrie Moraga’s work at the
intersection of sexuality and colonialism, “loving in the War Yeargherrie Moraga
links sexual and emotional untouchability becaube sinderstands butch lesbian
feelings...as a response not just to norms of gemader sexuality but to traumatic
histories of racism and colonizatioff "This passage stands as a clear indication that
conducting research of marginalized bodies demandieeper look into the archive
through the use of affect. My dissertation showsv hibe official results in affective
behavior, and, in turn, how affective behavior mfie the archive. It is also hard for
rhetorical scholars to gain such important infoiorabn the role of affect by looking at
the archives alone. For this reason, Taylor’'s cptecare uniquely suited to help scholars
offer a more layered reading of the official andfiicial documents. Archival research

has contributed to deeper and more nuanced unddnsgg of texts. However, there are

issues about archival research that need to bedewad, as such, these concerns lead me
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to propose a combined approach of archival resaarttte more traditional sense, along
with the repertoire.

The literature on affect has argues its importamtehelping minoritized
communities face and deal with intersecting oppoess My aim is not to drop theory
from my dissertation; | claim that the women haveds important theoretical
contributions regardless of how they identify theork. | also do not allow for theory on
its own to subsume affect. My purpose is to dervéheory of social change from
affective experiences, which is what is intendeecmhderive a theory “from below.” |
want to use a method that is flexible enough td labthe interaction between affect and

theory (affective theories) to derive Anzaldua’sdty of social change.

| SSUES INCONDUCTING RESEARCH ABOUT WOMEN OF COLOR

The method that | offer, through the use of Taglaoncepts of the archive and
repertoire, is necessary in the study of Anzaldémahbse it speaks to the specific issues of
third world women. This method of combining the tave and repertoire aids in the
rhetorical analysis of studying a text “from beldwlhe theoretical concepts were
developed by Diana Taylor, who wants to create aemioclusive study of Latinas.
Taylor discusses her own experience with the tekmeérica:”

When | arrived in the United States to do my daatt@r | heard that “America”

meant the United States. There were two hemisphe@sh and south, and

although Mexico technically belonged to the nonthieemisphere, people usually
relegated it to the south—part of “Latin America.” | claim my identity as an

“American” in the hemispheric sense. That meanavehlived comfortably, or
perhaps uncomfortably, in various overlapping wefd
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The work of Anzaldla offers similar contradictomperiences. The theoretical construct
that | use for the analysis of Anzaldia’'s work cenfeom a similar experience of

exclusion/inclusion into the geographic and psyocbamal area of research. This is
important because | am using tools that speak dheedanguage as the text in order to
avoid “speaking for” a group that has been thedlypéoppression and exploitation.

Two general criticisms of cultural studies aret tie tools of patriarchy are used
and that subaltern subjects are unintelligible. &#daa answers both arguments
implicitly through her own subject position and hese of images and stories to help
explain her otherwise “unintelligible” discoursehd first criticism speaks to Audre
Lorde’s question, “What does it mean when the tadla racist patriarchy are used to
examine the fruits of that same patriarchy? It nsghat only the most narrow perimeters
of change are possible and allowabi®Using the tools of patriarchy makes it impossible
for lasting change. Anzaldla answers this criticigmaking bits from all of the different
portions of her identity when she writes, in arewpt to bring a dispersed group of
people together. She writes with an Anglo, Mexicang native tongue. Although her
position as a writer, educated woman, and partrajlé background gives her a sense of
privilege, she gives an equal voice to all portioh&er identity to allow for tools that are
not completely available to her privileged countats.

On the other hand, Gayatri Chakravorty Spivak poske question of
intelligibility for scholars when analyzing cultw®ther than their own. She is known for
her use of the term “subaltern” and makes argumabtsut the tools available for

marginalized communities in the third world. Spivas been heavily criticized as saying
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that marginalized communities are unable to talewéwver, the criticism that the
subaltern can't talk misses Spivak’s ethical prbj8be states:
It seems to me that finding the subaltern is ndtawl, but actually entering into a
responsibility structure with the subaltern, wissponses flowing both ways:
learning to learn without this quick-fix frenzy aloing good with an implicit
assumption of cultural supremacy which is legitiediz by unexamined
romanticization, that's the hard patt.
The strategies that they use to speak take lediidraal forms. Similarly, Anzaldda’s
work has to do with an encounter with an other @ihincludes herself in many
instances). Since she uses herself as a startingy pbe is able to escape the previous
criticism. However, there is always a certain leselnintelligibility in her theories. This
lack of understanding is an issue for Anzaldla, ibus also an important issue for
scholars who can discern a theory of social chdraga her life’s works but can never
understand the full extent of her experiences. Whils in mind, the next step is to
describe the methodology more specifically. | ps®wao use a social movement
framework in conjunction with Diana Taylor’'s theooy the archive and repertoire to

examine Anzaldua’s work. One of the ways that $tigly is reflective is through its use

of performance.

ARCHIVAL RESEARCH, DIANA TAYLOR , AND PERFORMANCE

Diana Taylor's theoretical project explores how pmessive behavior
(performance) transmits cultural memory and idgrifitThis section focuses on how
different discourses help scholars talk about perémce. | am interested in Taylor’s

hemispheric perspective, definitions of performarased cultural understandings as they
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relate to archival research. Since this dissertataxuses on a rhetorical method for
understanding official works and unofficial perfantes, it is necessary to briefly
describe some performative elements of theory.

Taylor argues for a hemispheric perspective thatild expand the “restrictive
scenarios and paradigms set in motion by centwiesolonialism.®® Her project has
roots in her own experience moving from Mexico lte United States. When she was
living in Mexico, she *“learned that the Americas reveone, that we shared a
hemisphere® Upon entering the United States, she realizedwian people speak of
“America,” they refer only to the United Stat8sThus, Taylor attempts to bridge
Latina/o American Studies with Performance Studmesorder to attempt to create
connections between cultures that, despite interactwith one another, are unable to
understand each other due to moments of “indeciftiléy.”® To this end, Taylor
justifies the use of performance as an epistemoloyg) a way of making sense of that
which is indecipherable.

Definitions of performance are diverse. | will eattpt to be true to Taylor's
project. Performance grows out as a criticism efwhitten word; the reliance on text and
literacy has resulted in the systematic marginabpaof entire groups of people. For
example, Conquergood explains, “Slaves were fodnddy law to acquire literacy, a
historical fact that underscores the exclusionanitips of textuality.®’ In order to know
the deep and layered meanings of slavery, an exqgi and participatory epistemology
is necessary? Conquergood’s justification of performance is iimel with Taylor's. The

basic tenet of the argument is that performanaavalifor the transmission of knowledge
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that cannot otherwise be captured due to institatidorms of marginalization, such as
Conquegood’'s example of slavery. Taylor furtherlaxys the stakes, “If performance
did not transmit knowledge, only the literate araprful could claim social memory
and identity.®® There is a sense of urgency in this project: gistiie dichotomies of the
text and experience as sites of knowledge, or aflmwthe continuation of systematic
erasure of marginalized bodies. In these perspestihe written word is dominant. Even
with the advent of new technologies, print has anstd its ideological supremacy.
Taylor notes this history of the written word’s dioience:

When the friars arrived in the New World in thedénth and sixteenth centuries,

as | explore, they claimed that the indigenous E=Opast—and the “lives they

lived’—had disappeared because they had no writhmwy, on the brink of a

digital revolution that both utilizes and threatdansdisplace writing, the body

again seems poised to disappear in a virtual splaae eludes embodiment.

Embodied expression has participated and will gobbeontinue to participate in

the transmission of social knowledge, memory, antkntity pre- and

postwriting®®
Bodies are erased if nothing is done to presenar tbxperiences. The uncritical
approach to dominant narratives continues fromtealenology to another.

Before moving on to the next part of Teid theory, it should be noted that
performance does not mean understanding. Tayldaiesp “Performances may not, as
Turnef! had hoped, give us access and insight into anothierre, but they certainly tell
us a great deal about our desire for access, afldctrethe politics of our
interpretations® Taylor delves into critiques of anthropological k& that attempt to

understand other cultures, which see to perpetlistance and binary thinking that keeps

groups separated from one another. This dissemgaod any other work) must be
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reflective of the implications of doing researcloabother cultures. |, for example, am a
Latina, who was born in Ecuador. | am studying apegience that is not my own, but
that | can relate to due to my own status as a mtynstudent in higher education. The
criticism that is produced in this dissertation|vié reflective on my own experience
with Anzaldua’s body of work and my interpretatiaghereof. | use Taylor's theoretical
concepts to develop a methodology that would allmzaldida’s living archive (the
combination of the official records and their itivas in everyday life) to speak for
herself as much as possible. Although my primarthoet for deriving Anzaldua’s theory
of social change is through the use of Taylor'scemts of the archive and the repertoire,
there are some relevant tools in social movementsciem that inform my

methodological approach.

SocCIAL MOVEMENTS CRITICISM

Griffin explains that the goal of social movementicism is “to discover in a
wide sense of the term, the rhetorical pattern reiein the movement selected for
investigation.®® I will look at Anzaldua’s life works that are alable for public usé&?
Although | have some ideas of her theories basetherpublished work, my goal is to
look for emerging patterns within the entire scaewhat she has produced. Griffin
explains, “Obviously the writer will reinforce amshliven the study with ample quotation
from the discourse; he will make full use of mermpiketters, and other contemporary
documents to give the study flesh and blo®dWithin her archive, | will look at these

very texts. To add to this, | will also examine ffittal documents. Since Anzaldua’s
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theories come from the perspective of contradicBngject positions, some of which
come from marginalized communities, it is necessanpok at multiple texts in order to
discern a theory of social change. This is alsosisb@nt with a social movement
approach. Griffin continues:
The general method of presenting the material,lieve, should be that of the
literary historian rather than that of the statisin. That is, we should strive for
movement studies which will preserve the idiom ihich the movement was
actually expressed. The movement, then, will notdmpletely atomized; rather
it will be so presented as to convey the qualitgyiamism, the sense of action,
chronologically; and even chapters essentially dapwill be chronological in
development®
Griffin points out that social movement researchags a qualitative element in order to
capture the theory in the movement’s own terms.akhra’s use of performative writing,
then, justifies the use of a method derived frotheory in performance. Specifically, |
will be applying Taylor’s notion of the archive amepertoire to Anzaldua’s work. By
examining the movement between the two positidris,possible to gain unique insights
into the cultural work that goes into theory making
One of the main goals of this dissertation is¢owik Anzaldua’s theory of social
change and to show how it is embodied through sashes. Therefore, | am looking for
language made by Chicana feminists about sociahgghaand examining how their
performances might embody a theory of social chaBgdooking at the amalgamation

of the official documents and unofficial performasgc! will look for patterns of how the

Chicana feminist movement crafts its theory.
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DEVELOPING A RHETORICAL METHOD OF THE ARCHIVE AND THE REPERTOIRE

As | have stated above, | will first rstavith an examination of the traditional
archival research that both dictates and indictitesgpurpose of the archival research. |
use my research questions to guide my examinafidgheodata to discuss it in terms of
the archive and repertoire. Then, using Taylorsotly of the archive, | will identify
official documents and unofficial performances. dhiyy | will discuss connections
between the official and unofficial, the archivedarepertoire, in order to derive
Anzaldua’s theory of social change. This will be timethod that | approach each case
study in the remainder of this dissertation.

This chapter has reviewed the methods that lwed throughout my dissertation
to review Anzaldua’s archival collection. | will lweeveloping what Diana Taylor’'s terms
archive and repertoire in order to rhetoricallymi@e the Anzaldua papers. The first case
study will delve into the overall archive: the Althza papers at the Benson Latin
American collection. | will examine the official doment (Anzaldda’s birth certificate)
and the unofficial performances (a work of fictiomhe second case study will explore
the overall repertoire by looking at the repertditee making of a documentary) and the
archive (the finished documentary as part of thehisal collection). Then, | will offer
some conclusions that pertain to the case studidstee bodies of literatures to which

this dissertation contributes. Now, | turn to thietfcase study.
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Chapter 4: The Archive: Family Names, Official Documents, and
Unofficial Ideology in the Gloria Anzaldua Papers

Shortly after being elected into office, the Obaadaninistration got hit with the
accusation that President Barack Obama was not bortihe United StatesTime
Magazinestates, “There is no reasonable basis on whicheteye Obama was not
legally born in the U.S™It continues with a CNN poll stating that “27% Americans
say Obama was probably or definitely not born is ttountry.” The one document that
could prove his citizenship was called into questiis birth certificate. Although often
regarded as an objective document that provesngizp, parentage, age, etc.; as seen in
the debates over Obama’s citizenship, the birthfioate can also be a powerful tool of
ideology. The case with Obama brings to mind somgortant questions. Can a birth
certificate be a symbol of racism or be used farhspurposes as discrimination? Are
birth certificates infallible and accurate? Why dnény people who came to the United
States via Ellis Island lose their “foreign sourgdifast names, and how may this have
happened in the Southwest? Although the Anzaldpansamight be seemingly unrelated,
they help answer these questions, and they ofsgghts into larger issues of citizenship,
immigration politics in the United States, and saciin the Southwest United States.
Looking at official documents and the correspondiagtobiographical fiction in
Anzaldua’s birth certificate and other archival dowents can help unmask larger
ideological concerns over the nature of immigratictizenship, and family names. This

chapter uses Taylor’'s theoretical concepts of tishige and repertoire to unmask racist
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ideologies within the archival record in a largéioe to derive Anzaldda’s theory of
social change. It will be organized as follows:sEid will briefly discuss how | will use
Taylor’s concepts; second, | will apply the consegjat Anzaldua’s archive; and finally, |
will provide some conclusions about Anzaldua’'s arehTaylor's method, and larger

societal questions.

THE ARCHIVE IN THE REPERTOIRE: TAYLOR 'S APPROACH TO ARCHIVES

The archive is defined as the official documeanty] the repertoire is defined as
the unofficial iterations or performances that teflom it. For example, written works,
personal and biographical materials, and caleraladisaddress books would be examples
of artifacts found in the archive. ConversationsuibAnzaldla after her passing by her
friends would be examples of the repertoire. Taglapncepts are unique in that they
take archival research to the next level. My arguniethat putting different elements of
the archive and repertoire in conversation may beipask ideological underpinnings of
official documents. One of the reasons that sckaae interested in archival research is
because the archive provides many possibilities egploration. Not only is there
information about a person’s life beyond the comipdmown facts, but the scholar is
able to put puzzle pieces together and engagerdiffenterpretations, theories, and
performances based on the official record. My geab begin to place together official
documents with unofficial responses to see how Alieacreates theories. If scholars,

for example, know her definition of the conceptboirderlands, reading a journal entry
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about the experiences illuminating the concept stayulate alternative interpretations
or understandings.

In this case study, | begin with documents th& ewnsidered official in the
everyday sense. For example, documents such aghachrtificate, passport, driver's
license, publication letter, etc., are part of #ical record that may be examined to gain
an understanding of the role of the official in Afdtia’s life. Although a birth certificate
appears to be outside of the realm of what schidais for when attempting to derive a
theory of social change, official documents are @dw ideological texts that affect
people’s everyday lives. | will describe the officdocument of a birth certificate and
provide an analysis of this particular archivalart Then | will analyze Anzaldda’s
short story titled “Her Name Never Got Called” irder to discover how the archival
record impacted Anzaldua’s thinking. | maintainttinzaldda uses the space of the
repertoire to work through the impacts of the arenBy keeping records of the changes
made to her birth certificate, writing about a dhslfirst day of school, and adding
additional theoretical paragraphs at the end ofstioey, she uses literature in order to
break down the ideology of the archive, which majphunderstand the development of
her theory of social change.

Finally, 1 will look at the intersection of thedmive and repertoire by comparing
and contrasting the birth certificate and the shsidry in order to describe the
relationship between the official record and theftiaial performances, culture work,
and theory-making in the repertoire. | recognizat these theories may not be complete

because Anzaldua’s own life was cut short due toelkperiences with diabetes. | make
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connections between the existing work and clainmuitithe direction these theories-in-

progress were taking. At this moment, | delve ith® archival record.

THE ARCHIVE : “OFFICIAL RECORDS’ IN THE ANZALDUA PAPERS

The first item that | came across in AnzaldGathare was her birth certificatel
noticed that there was a folder that had severali@nts under “birth certificate.” Olga
Herrera, who scanned and helped organize the Aiagldpers, has already made some
important observations about the nature of theiaatltollection. My goal is to extend
her analysis to show how Anzaldua’'s response to dbetroversy over her birth
certificate contains an implicit rhetorical theohlyalso speaks to the possibility of agency
and transformation in the face of even the mosficmg of documents. | point out the
rhetorical dimensions of the collection, derive Altia’s method for creating theory
and, in doing so, derive her theories of sociahgea There were also documents labeled
“birth certificate with corrections.” The Texas Dapment of State Health Services offers
a page on Texas Vital Statistics with a list oi@#l documents, one of which is the birth
certificate? These include birth and death certificates, mgerimr divorce records,
adoption records and forms, paternity and parentaue vital statistics partnetAmong
the services provided are birth certificates, deatttificates, and birth, death, marriage,
and divorce verification lettefsAlthough Anzaldua’s relation to these documents &a
bureaucratic, official dimension, her interactiongh these documents add new and
interesting layers of meaning. | also found sevethér documents such as her driver’s

license, passport, voter registration card, stugertt faculty identification cards, and
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several library cards held from the different daighere she lived. All of these
documents were kept both as legal documents anps&kes. Thus, | categorize all of
these documents under the archival record. Althaalgbf the documents listed above
are official, the focus of my analysis is on thelbcertificate.

Anzaldua’s original birth certificate reveals ingtionalized racism in several
ways. By definition, a birth certificate should lnde the name of the person, address,
perhaps the doctor who delivered the baby, andnmdton about the parents. The birth
certificate is considered a vital document, ancadfirecord kept by the government. As
mentioned earlier, birth, death, and marriage aesmples of vital statistics held by the
government. If the state allows domestic partnesshhat is considered a vital statistic as
well. After reading these statements, the readdl wnderstand that there is an
ideological and political nature to what gets tocoented as a vital statistic that reveals
the culture of the government itself.

The official nature of the birth certificate meathst it is never questioned. In
fact, the birth certificate is used as official pf@f the birthplace of a person and often
used for citizenship and work eligibility purposétwever, even in this case, the birth
certificate cannot be divorced from ideology anditjgs. Although using a birth
certificate as proof of citizenship may seem taalsmple enough request, even citizens
have a hard time meeting these demands. Historialperson would have a hard time
obtaining their birth certificate in the case ofoption. In fact, “With adopted adults
increasingly requesting birth certificates in orderverify their age for employment,

Social Security benefits, and draft registration.]y[B941, thirty-five states had enacted
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legislation instructing the registrar of vital $$ts to issue a new birth certificate using
the new name of the child and those of the adogtirgnts in place of the original onfe.”
Needless to say, an official birth certificate mag/ obtained even in the cases where a
baby is not in the hands of the original parentsg, they are still considered infallible

official documents.

Family Names in the Archive

When | looked at Anzaldua’s birth certificate, fivst thing that | noticed was her
name—her birth certificate has a different spellifidner name. It is unclear whether this
was the name her mother chose or if it was a wriggor, and it is unknown who
ultimately recorded the information. Instead of K&oEvangelina Anzaldla, her name
reads “Eva Angeline Anzaldu&.Gloria and Eva are two entirely different namesr H
middle name sounds more similar to the correctlisgelbut the “ine” in “Angeline” has
an Anglo-sounding resonance. One has to wonder thbyperson taking down the
information may not have attempted to get the abspelling of Anzaldlda’s name. As |
continued to look through Anzalduda’s birth certifie, | noticed that on the section for
the residence of the mother, there is no strertiotber listed. It does, however, state that
Anzaldua’s mother resided in the city of Hargillkidalgo County in Texas. The sixth
item on the birth certificate, which is actuallycéded before the date of birth, states the
following: “6. Legitimate?® As an answer to this question, the response isS‘Y&This
assumes that a marriage took place between hentparkler father's name was

misspelled. Instead of Urbano, the certificate seddRBANA.” Likewise, under the
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section where her mother's full maiden name wastgupsit read “AMALIO
ANZALDUA.” Although it is not clear who filled outhe paperwork, not only was the
mother's name misspelled—it should be correctlyllsge*Amalia”—but her maiden
name was not Anzaldlda. At Gloria’s birth, her fatheas twenty-three and her mother
was sixteen years old. Toward the end of the oeatd, it stated that she was born in
Raymondville, Texas. The seal states the documastreceived on November 4, 1942,
by the Department of Health Bureau of Vital Statsst
While looking at this document, my first responsasvanger. How can the person
collecting the information get so much wrong? Tleadgr of her parents were reversed
in the document as her father had an A ending soname and her mother had an |
ending to hers. Further, Gloria’s name was missgeland this document would follow
her throughout her life. For these mistakes, howynather people have misspelled
names on their own birth certificates? How are é¢hdscuments considered to be official
when they have so many blatant errors? Olga Hesrpdains that, unfortunately, this
may have been a common mistake associated withomiscinication, race, and class.
Herrera states:
When | came across this documé&nt, mused on the evident communication
problems the clerk at the Bureau of Vital Statstitust have had in attempting to
record the Spanish names. In a small border toversevthe official government
representatives were more than likely Anglo, areldbmmunity mostly Tejano,
it was probable that this sort of confusion happleniéen, symptomatic of a racist
culture where Spanish-speakers were often dismiésed

The question that is left unanswered is how thésé statistics were collected. Was there

a form that was filled out, or was the informat@wilected verbally? In this instance, the
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Spanish-speakers are dismissed; their voices anpletely missing. The ability to name
a child belongs to a parent, regardless of natitynat citizenship. Anzaldda was indeed
born in the United States, and she was, from battitizen. Her parents were silenced in
being denied a basic right for a parent to namaild,cdelegitimizing Anzaldua’s very
citizenship. The inability of the government workeo properly collect basic data, like
spelling Anzaldta’'s and her parents’ names, shbwatsgeople’s voices are erased even
when they are legally citizens of the United States

When | looked further at the birth certificate, dticed that this was actually a
corrected copy. In other words, this was a fornt tequested that some changes. | was
relieved to see that certain items were correctedias not the first to make this
observation. Herrera also discusses the birthficatt in her archival review. | add a
rhetorical reading to her analysis by examining httws document helps to form
Anzaldua’s theory of social change. In her reviefsttee Anzaldia archives, Herrera
states, “The birth certificate in the archives digteveral corrections, which include
changing her father's name from ‘Urbana’ to ‘Urbarend her mother's name from
‘Amalio’ to ‘Amalia.” ** Although Herrera has already examined these dostsneny
goal is to add a rhetorical layer to her review.iM/iHerrera notices some important
contradictions, my goal is to make sense of the thgtorically and examine how it
might contribute to Anzaldia’s understandings afialochange. John Fiske, for example
states that “making sense of a text is an actipigcisely parallel to making sense of
social experience, and. . . it is the mutually datiing fit between textual experience and

social experience™® Therefore, making sense of the inconsistenciekimifnzaldia’s
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birth certificate may help scholars discern theatrehship between these official
documents and the experiences that result in leerids. People’s interactions with these
texts, in this case Anzaldua’s birth certificatee also important; they are the formative
experiences where her theories begin. As Keatingaes, “No matter what Gloria
discusses—whether it's ethnicity, sexuality, po$ifireading writing, or spirituality—she
anchors her perspectives in her own body and ¥éherefore, the birth certificate
serves as the first official document, and it retBea component of a person’s identity—a
foundational theme in Anzaldua’s work.

Gloria’s name was also corrected to reflect itspprospelling. Herrera states,
“Gloria’s own name change is interesting. Origipathe certificate read ‘Eve Angeline,’
which was corrected in 1972 to ‘Gloria Evangeli®.’AnzaldGa’s name has been
misspelled time and time again, which was also tuber passport and several other
documents that | include as part of this officedard. Although the changes reflected the
correct spelling, the name is spelled in all cage#ters, which means that the accent
mark in her last name would have been left outndigas. While an accent mark may not
seem particularly important in the English langyaggeit does not make use of tildes, it
does suggest that the reader of the birth certfieaould likely not have an indication of
how to properly say her last name.

The timing of Anzaldda’'s name correction to hergoval birth certificate is
relevant. The change of name took place in 1972nwhezaldGa was thirty years old.
This means that for the first thirty years of hié&,|Anzaldia had a birth certificate that

misspelled her name. Surely, there would have bestances in which Anzaldua needed
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her birth certificate to get an identification caal college application or loan, or any
other event that requires an official proof of hibirthplace. Based on my research of the
archive, | do not have any evidence to prove tleatirig a misspelled birth certificate
caused pain or frustration. However, one can amiggine the trouble caused by having
to present a birth certificate with an incorrectnea not to mention, the psychological
impact of feeling that even your name is not legdie because it is not properly
represented on a public document. Although | amanadre of any conversations about
the name change in my research thus far, Herrepdaies that it was Anzaldua’s
grandmother who filed for the name change. Thugnathe change was finally made, it
was still another actor who filed the paperworkei&vhough it was a family member
entrusted with this change, Anzaldua’'s voice il stissing in the official archival
record.

From a rhetorical perspective, | am looking for aywo make sense of the text
and make connections between the official and thefficial. Brummett states, “A
rhetoric can be aritical methodof analysis. Techniques of noticing are systembyica
explained so that the reader may be empoweredetahgeworkings of rhetoric in new
ways.”” The previous view of Anzaldua’s voice is one obafce and powerlessness.
Looking at the birth certificate alone would hideetfact that women in Anzaldua’s
family did take steps to be heard. Even after tb®ue with the racial category,
Anzaldua’s grandmother is not alone. Although thieréittle known about immigrants
and their relationships to their birth certificatéiging with a different name may be a

more common experience than we are aware. Bruneoetinues, “The purpose of a
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rhetorical critical method is improvefbcused understandingor appreciation of
particular rhetorical events or of more importantypesof such events® Anzaldua’s
experience, coupled with the larger social phenameai becoming white in America, is
significant and points to ideological underpinningour culture. In this particular case
study, the “type of event” is an interaction witmzaldua’s birth certificate, but | also
want to explore her family’s confrontations withstlofficial document.

Once these important revisions were complete, oag think that the study is
complete. However, there were more changes filednnAnzaldia’s grandmother filed
the paperwork. Herrera makes the same observatibost striking, however, was the
correction of race from ‘Mexican’ to ‘white*® Herrera states that part of the negotiation
process for Anzaldua’s grandmother was that shddwgo and get the name corrected,
but she would also change the race cateffoty. one respect, this change explains a
common difficulty in identification for Mexican-Ameans and other Latinas/os in the
United States. For example, the census, which wast mecently distributed in 2010,
makes it difficult to identify race in a way thdtaavs multiracial people to acknowledge
the different parts of their ethnicity. The censigdeologically problematic itself—it is
essentialist about race and ignorant of the remiptexity of identity. Nationality or place
of birth has a location on the census, but themetli® an area where a person has to
identify their ethnicity. The document includes tatement that “Hispanic” is not an
ethnicity. The government is looking for a raciasdriptor. Thus, many Latinas/os
claimed on local news shows in Houston that theytified as white for lack of a better

descriptor. I, for one, had a hard time tryingigufe out how to identify for the census,
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finally deciding on the term “mestiza” to descrittee multi-racial element of my own
ethnicity. Anzalduda’s grandmother chose to makehange from Mexican to white.
Although there is no evidence on the document @xiplg the purpose for the change,
Herrera alludes to the fact that claiming whiteneas a protective strategyIn claiming
whiteness, Anzaldua’s grandmother may have beémgtty protect Gloria from racism.
In doing so, she erases Anzaldua’'s voice even nibilele the names on the birth
certificate are corrected, only one aspect of Ahzals ethnicity is represented in this
“vital” document.

Interestingly, “Mexican” can be a complicated catgg because it implies
citizenship. Mexican as a race might mistakenlylyntpat a person was born in Mexico.
Thus, even though Anzaldua’s birth certificateesahat she is Mexican, she was born in
the United States. White, on the other hand, erasemldua’s relationship with her
Mexican and aboriginal ancestors. In a way, it sedrat Mexican is equated with racism
and foreign ancestry and white with American citizleip and privilege. This treatment
of immigrants is not new. Roediger explains thatha 1890s, new immigrants of the
time struggled for “full political, cultural, andcenomic citizenship® Thus, European
immigrants were “white on arrival’ but also suspen certain ways? The way
European immigrants claimed citizenship was bynuilag whitenes$—similar to what
is happening with Anzaldia. However, Anzaldda isamimmigrant, even though she is
treated like one. Her racialized body is equateith wmmigrant” and even “foreigner.”
The change in the birth certificate gives schotarew way of understanding the internal

conflict of life on the border by providing a viviekample of Anzaldua’s theory of the
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B/borderlands. Each identification suggests that ishand isn’t at the same time. Each
identity helps the reader/audience understandfardiit side of who she is, but there is
also a tension in having the contradicting ideatsgiShe is simultaneously a citizen and
a foreigner, but in each of these instances, harevioas been erased. As she writes in
Borderlands,it appears that each of these categories indeechdcel each other out,
completely shutting out her voice. However, thisthe very space of invention that

Anzalduawrites about—the uncomfortable place that is henéo

Interactions with the Archive

Anzaldda’s birth certificate is considered an officdocument. She kept several
copies of the birth certificate, including the cojwat had the corrected spelling of her
name and the other changes also incorporated @odbcument. For one reason or
another, Anzaldua found it important to keep whetdme the official document of her
birth as well as the original, mistaken certifica#édthough communication scholars do
not have specific studies on the rhetoric of thehbcertificate, communication and
performance scholars have done significant reseancthe performative nature of the
souvenir. As a type of souvenir, these documertesant with Anzaldda in interesting
ways. Love and Kohn state:

Sometimes . . . souvenirs function as somethingemarcatalyst, a facilitator, a

fetish, an thing with a mind of its own; a pieceanf Other, a different time, or a

faraway place that, when re-placed in the hererad of today, can ennoble and

empower us, perhaps allowing us to present oursedgemore than we are, as
somebody greater, as excess, as Other to and seh\@s>

10C



In isolation, therefore, the birth certificate iglacument that holds the vital statistics as
deemed official by the government. When these decisnare placed and saved
together, they provide an image of life on the Bdeolands. They help the scholar
understand the contradictory space of the B/boaddrithat AnzaldUa spent her life’s
work theorizing. Just as the birth certificate he tplace that marks where Anzaldua’s
years originate, so do her experiences on the Bénland.

As | examined the documents and read Herrera’s, thkegas surprised that
Anzaldua’s voice was missing completely. First, thrginal birth certificate never
reflects the voice of the child. A name is imposgdn a baby, and then it becomes an
official document. Anzaldua did not have a choicdhe matter with regard to her own
name or in the myriad of mistakes that were origyn@made. She also did not go in and
fix the errors herself. Her grandmother made theections and bargained with the
family about changing her race. However, the pugpafsthis case study is to reconcile
this document with Anzaldua’s own voice through tiepertoire. Although the birth
certificate and other official documents can bed&d in isolation, | argue that it is
necessary to examine the interplay between thevara@nd the repertoire in order to
more fully understand the ideologies in play anddme closer to Anzaldua’s theory of

social change.
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AN EXERCISE IN VOICE THROUGH THE REPERTOIRE

The official archive provides helpful insights intdnzaldta’s theory of the
B/borderlands; however, when studied alongsidedpertoire, the text provides a deeper
understanding of Anzaldua’s cultural work as statsrher theories. Herrera agrees:

The birth certificate can be read as a text orows, but when paired with the

literary text, provides a historical context in wiiboth can inform each other.

Thus, through the archives, scholars are givennamght into the fundamental

experiences that later shaped Anzaldta’s theoth®iorderlands®
| identify the repertoire as unofficial texts found her papers. These include fictional
stories, journal entries, drawings, etc. Althoubhl short stories that | look at have not
been published, | argue that their very status @ksvof fiction suffice to place them in
this category. As Analouise Keating writes, “Anzasdinterwove many of her own
theories and philosophical concerns into her fictimdeed, she viewed her fiction as
central to her entire creative process and a negtalyst for her thinking® The main
literary works under consideration are drafts afhart story entitled “Her Name Never
Got Called.” This is particularly useful because thtory discusses the conflict the
protagonist Prieta has with understanding her oaumen The drafts are also important
because they show particularities of Anzaldua'sitfind process.

Anzaldia wrote many drafts of each of her workse 8hd different colleagues
read her writing and send feedback. Then, she wodite endlessly, send work to
other friends, and the process continued. Most ntafdia’s work in the archive is

openly available to researchers, allowing scholargsiew and photocopy much of the

work. A select portion of the archive is closedrégearch until posthumous publication
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or until it is released by Anzaldua’s trust or &st®ther portions of her work is closed
for researchers for privacy purposes, to be rettase later date. The Latin American
Collection has a statement on their page that sstéd@ome materials in the Gloria
Evangelina Anzaldia Papers are restricted for @genf time due to concerns about
privacy and confidentiality, publication rights, caras requested by Ms. Anzaldf.”
Although the archive is pretty extensive, this gelimitations does pose an added layer
of difficulty and limitation in studying her work.

The process of finding the story “Her Name Nevet Galled” in the archive is
important because it pertains to the limitationstidying archives. Originally, | found
what | am assuming is the finished draft, but isweastricted or closed for research for
the reasons stated above. This is an importanurkeaif the “official” nature of the
archive. It is very difficult to find the reperteiif the interpretive and personal texts are
hidden, which was the case in this instance. Irditd want to write about Anzaldia’s
voice without being able to quote her work of fictlautohistoria/autohisteorfa.l kept
skimming the list of works that are available fesearch. In later boxes, | found several
drafts of the work that are open for research. @frtbe drafts had no writing on it; other
drafts had comments and feedback from editors.ticed that the drafts were mostly
identical, with very few (although significant) aiges. This analysis represents the study
of the drafts of the story that are currently astt@s to researchers; it may vary from the
work that may result in publication. Regardlesshdlieve that the drafts provide
interesting insights into Anzaldua’s experience antier theory-building process. They

also add layers to the understanding of the offa@uments.
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“Her Name Never Got Called™°

In the short story “Her Name Never Got Called,” tpeotagonist Prieta
experiences the common rite of passage: her fagtod school. Although this may be a
confusing experience for children in general, Rigetexperience is intensified as she
finds herself in an English-speaking environmerd anable to understand those around
her. She is able to pick up on cues and figurestlmatt the teacher is calling out roll.
When the students around her hear their name résppnd. Prieta gets in trouble for not
hearing her name, more specifically for not knowlreg name. Although she was able to
pick up on the rules of the classroom without a ie@nd of the language, her family’s
reliance on her nickname, “Prieta” or “Prietita,ade it impossible for her to respond to
her official name, “Gloria.” The teacher was unabdeunderstand her, and she was
unable to explain that she goes by “Prieta.” A®sult of this miscommunication, the
teacher punishes Prieta for misbehaving in class.short story continues with a lapse in
time. An older Prieta looks back on her experienite new understanding. She explains
the confusion with her name and the changes maldertbirth certificate. The tone of the
story changes in this latter portion, as she erplahat her name is the basis of her
awareness, and even power.

This short story can also be studied for its ligrar historical contributions.
However, as a rhetorician, | choose to juxtapose dffficial documents with this
unofficial fiction or autohistoria in order to tra¢he rhetorical dimensions of the archive

and repertoire. Doing so provides the basis of Khmds theory of social change and
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provides insights visually to the way in which skerks through and creates theories.
This section focuses more directly on how this gpxisition provides additional
information about Anzaldua’s isolation, her evenydats of resistance, and her sense of
awareness through her backward glance. Theserae¢bmponents that are found in the
rest of her work, whether she explicates her theoirythe Borderlands, nepantla,
spirituality, etc., and it may be components of ineagistic theory of social change. The
following sections will focus on the three aforemened components of isolation,

everyday resistance, and awareness as they asti#atveen the archive and repertoire.

Awareness from Beginning to End

First, the short story helps scholars recognize tthe repertoire begins and ends
with awareness. The incorporation or even lackvedraness of the author in the story
shows the work towards awareness of the authoceSiiscussions about family names
span beyond official documents, the repertoire lvalp to explain the discrepancies in
the birth certificate and why the protagonist dat know her own name. This suggests
the story’s connection to Anzaldua’'s experiencestréta states, “It was not until later,
when | was sorting through drafts of Anzaldua’sidio, that | came across the answer. |
found a fragment of a story called ‘Her Name Ne@at Called,” in which Anzaldia
describes her first day of schodt’Anzaldua starts the story with the protagonisetari
which means “dark one,” on her first day of schadthough this is a work of fiction,
and Prieta is a common protagonist in Anzaldua’skysecholars are aware of the fact

that Anzaldlda’s mother did in fact call her “Priatias a child. Therefore, this work of
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fiction may be considered autobiographical evemdjmait is not clear what exactly is fact

or fiction. The story reads, “And now twenty dayfdre her seventh birthday she sat for
the first time at a school des®"This passage can orient the reader and explain the
background of what a child may have experienceteaorfirst day of school, particularly

a child who never used the name listed on her bathficate.

The protagonist’'s awareness is obvious despitefabiethat there is a cultural
barrier in the communication between the teachdrsamdents, “The Anglo teacher knew
no Spanish, and Mexican kids knew no Engli§hPart of what makes a rite of passage
so difficult is the state of confusion that peofdel, and even though people who go to
school must inevitably experience their first dehgre is a set of norms that everyone
must learn and follow. In order to understand tbems, children look to one another,
“The teacher sat at one of the children’s deskied@ut her own name, stood up and,
raising her hand, said, ‘present.’ Prieta undekt&he waited for her name to be called
so she could stand up and say, ‘present.’ Her maver got called* Again, | point out
that the protagonist is called “Prieta” by her nastrand that is the name that she waits to
hear. She does understand what is going on aroendht the teacher is the one who
calls her the wrong name; not Prieta that hearsriactly. On the topic of her name, the
story goes on to explain, “Her mother called heetBror Prietita in soft loving tones. Or
she called her Urraca Prieta, Black Crow. Laterwhe to discover that this bird was a
symbol of Death. When they assemble in a placedam someone will die.3* In
essence, the protagonist discovers the meaningdbeer nickname, and it almost

appears haunted. The story goes on, “Her sister emedyone else called her Gori,
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pronounced Gandi, the ‘r' softened into a ‘d.” Urghe went to school she had never
heard the name Glorig®

Although the archive is only able to give more ‘@dijve” data, which serves to
hide Anzaldda’s voice, the repertoire helps theleeainderstand the discrepancy in the
birth certificate and the effect that it could hawe a child. Having the wrong name on
the birth certificate may have created a senseoofusion at home resulting in a child
who may not fully understand what her name is aod o survive in an environment
where other children know their names. She undaisther environment, perhaps even
better than her peers, but the confusion that wgssed on her since birth makes it
difficult for her to understand that she needsaspond when she hears a name that is
foreign to her.

The short story functions to communicate the awesernof the author and to
document how the protagonist reaches awarenessexfil@anations about pronunciation
and alternate meanings help the protagonist uradetsher situation, as well as the
complexity of experience that were unbeknownstaotbacher and classmates. Not only
is Prieta more aware about herself than people lygvecredit for, but Anzaldia uses this
space as a starting point for theory-building tigtouhe images conjured up in her

autohistoria.

Experiences of Isolation

Anzaldua’s work of fiction also helps explain fegjs of isolation, particularly

from herself and her family, as well as from thosier class. The nuances of experience
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are not apparent in the birth certificate, but tbpertoire allows for a more layered
understanding of these experiences of isolatioroutin learning about the main
character. The protagonist lists expectations @stsatwith a child’s first day of school.
Although people can generally identify with theeritf passage of a child’s first day of
school, Anzaldla’s story explains other importanamces for people of South Texas,
“She stood before the blue door marked Beginnavaght (sic) she couldn’t read yet,
she vowed she would soofl."The protagonist is very self aware. She understanai
there is a discrepancy between what she knows drad the rest of the class knows.
There is a sense of agency in the child’s thoughtgss.

However, that agency can only go so far when slowéswhelmed with her new
environment. Her parents give her the strict ordeas she was to follow during the day,
but she finds it hard to understand what is goingamund her, “Her Mami and Papi’s
voices... Cuando vayas a la escuela, tienes que hacerle aasomaestrd. All year
she’d heard Mami and Papi say, ‘When you go toaslcyou’ll have to obey the teachers,
Prieta.”® Although this may be common advice that parent® do their children,
Prieta’s parents fail to give her the tools to lIdeao follow their command. With a
heavy language barrier, Prieta has a hard timeoviilg simple instructions and
understanding her teacher. Again, this ties in wvfitizaldta’s birth certificate. While
examining the official document in relation to niv@ documents, scholars speculate on
what “could have” happened as a result of the sramd changes to the document; this
story allows a deeper understanding of the matertaisequences of the resulting

confusions. In other words, the birth certificateows confusion in communication.
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Scholars are not aware whether 1) there was akaistabegin with; 2) if the changes in
spelling were associated with a health professionakcord keeper hearing incorrectly;
or 3) if the parents misspelled the name or cotldatide. The material consequence is
that the protagonist in the story does not knowrtagne, which leads to a perpetuation of
a cycle of misrepresentation and miscommunication.

The experience of not hearing the correct namedaaut during the beginning of
class is an ongoing problem for Prieta, suggeshagthe confusions that begin with the
birth certificate are not temporal—they have loagting consequences. The story goes
on to say, “Next day, after the teacher calledfitst name on the row, ‘Gloria,” no one
answered*® This quote indicates that Anzaldta would faceisisele with her name for
an extended period of time. Although the storynighe context of a few days in one
school year, the reader has an idea of how thislgmo may have seemed prolonged in
the life of a child. A few days may have felt liadew years, which would help the critic
understand that this was the foundation for mangrgyeof misunderstandings. These
misunderstandings also have material consequentey—lead to consequent
punishments of Prieta:

“Gloria Anzaldua!” she yelled, pointing at her. Heame was Anzaldla but not

Gloria. The teacher yelled something at her in BhglPrieta was puzzled, her

heart started racing. The teacher’s face was gettidder and redder. The teacher

stood over her now. Pincer-like fingers graspedupgrer arm, jerked her out of
her seat and pushed her at the blackboard. Thedaedcew a circle with chalk
and shoved Prieta’s face against it. Prieta twisi®ey, nose filling with the dry

smell of chalk. The teacher picked up her paddiiet® understood. If she didn’t
put her nose in the middle of the circle the teasmuld beat het°



As a result of not knowing her own name, Anzaldsigunished. Never having known
about the struggle over her name, she assumekéehéitst name was Prieta since this is
the way that her mother talked to her. Not onlysdéezaldua face the difficulty of not
understanding the language her teacher uses, hotdimhthe other “Mexican” kids not
speak Spanish, but there is a mistake that had teemting Anzaldda’s life—her name
was never clarified. Thus, the misspelling of hame on the birth certificate results in
material repercussions for Gloria. It results ia taily abuse from her teacher when she
calls the name “Gloria.” Not only are there materigpercussions, but there are also
immaterial psychological consequences, “Mami wdaddso ashamed to find out she had
been punished®* Early on, Prieta already internalizes the feeliojsshame that are
associated with her name, her race, and (laterhen)sexual orientation. The birth
certificate becomes a powerful document becausisobfficial nature. It provides a
frame of reference for the resulting feelings aflasion. It shows how racism works on
an institutional level and is transferred to a meoeial and everyday experience. Prieta
feels isolated as a result from not knowing herc#f name, which she experiences on a
personal level as she feels separated from hehdeand peers, as well as from her
family as she is unable to live up to her pareekgectations. This dual isolation leads to

a fight-or-flight reaction that results in resistan

Everyday Acts of Resistance

Another component of working through experience$oton theories visually is

that of performing everyday acts of resistance.s€hgerformative elements found in the
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repertoire are simply not available in the archi®eholars are left with speculations
about why Anzaldda decided to keep all of the bicthrtificates and copies of the
corrected copies; however, her reactions to théh boertificate are missing. The
repertoire allows scholars to develop a more detaintelligent speculation of how this
official document can be used as the basis foryelagr acts of resistance. These are
moments in which Prieta exercises her awareness@meerts it into agency. This has a
dual function: the protagonist communicates hemkadge of the system that oppresses
her and adds complexity to the experience; thecawgkercises her agency in a fictional
space which prepares her to do so in her own world:
In the short story, Prieta fights back throsgall every-day acts of resistance:
She would lie when the teacher called that namewiaa not her name. But she
would forget to lie and most mornings the teacheuld descend on her knuckles
with the edge of her ruler. She was going to estlaldiscipline over these wild
dirty Mexicans right from the start. And with tHigtle skinny girl she would set
the examplé?
Even as a small child, Prieta fights back in any w&t she knows how. In her mind, she
“tricks” the teacher. She tries to remember the endhat the teacher assigns to her, a
name that sounds foreign to her, but it is simdtarsly her own. Already, she knows the
system and the rules that the teacher wants Heldav, and she has a keen awareness of
who she is and who her teachers think she is. &geshe fights back, she is unable to
“remember” every time, and she faces the mateoasequences of not being understood
by her teacher. Moreover, the protagonist feelshiieed from her Anglo teacher. She

feels that she is being used as an example tgtireeiother students, and | would argue,

to prevent them from forming bonds with one anatAdmus, resistance is an important
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component in the narrative. Even though Prieta egpees isolation and racism, she is
able to learn about her position and fight backén own way. Although this level of
resistance occurs within the confines of the naait is also exercised outside of the
story itself.
On another level, Anzaldla exercises her agenay waster. This is where she
explains the importance of writing. She states:
Why am | compelled to write? Because the writingresa me from this
complacency | fear. Because | have no choice. Becaunust keep the spirit of
my revolt and myself alive. Because the world lteein the writing compensates
for what the real world does not give me. By watinput order in the world, give
it a handle so | can graspit.
| argue that it provides a space for her to exer@agency. In doing so, she is
performatively working through her theory. She ising her fiction writing as a
laboratory where she tests her theory, and thencsheects it to larger structural and

societal problems. In so doing, the autohistorimgyaagency on its own, but it also

provides what Burke would term equipment for livinghe Borderlands.

Looking Back with Awareness

With this information in mind, it is now possibl® gain a new sense of
awareness, which takes the reader back full cirBlait of the process involves a
backward glance or revisiting of official documeatsd their corresponding explanations
in the repertoire. | engage this new awarenesgwas back to the birth certificate and the
confusion with Anzaldia’s name. Within the famitiiere was an internal struggle over

what to name Anzaldua:
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Her father claimed that her real name was Evangeher mother argued that it
was Gloria and her grandmother on her father's.sMamagrande Locha,
claimed it was Gloria Evangelina. When Prieta wasnty-five she learned that
they were all wrong. The birth certificate said Emegeline** The Anglo doctor
who'd signed heard Spanish names in English tHeefa name misspelled and
placed on the blank for “mother”
the mother’s name was also misspelled
and put in the blank for “father”
the certificate said she was born dead
That puzzled her—a birth certificate written up éodead persof®
Finally, and still in the context of this work atfion, Anzaldia explains what she felt
about the birth certificate. She learns why thees wo much confusion with her name,
why she didn’t even really know what it was whileesvas growing up. She explains in a
matter-of-fact way all of the errors on the oriditéth certificate. Then, in the same
matter-of-fact way, she explains that the birthitieate was for a dead person. She looks
at the birth certificate and cannot recognize heen@ on the document. In all of these
errors that resulted in material and psychologicaisequences, the person listed on the
birth certificate is dead before she is given thpastunity to learn about herself and her
place in the world. Anzaldua continues, “There waky one bit of information that was
correct. The word ‘Mexican’ appeared on the blank face. Mamagrande said the
courthouse had lost her certificate but she woelel t® it thatmijita’s record was set
straight.”® The only saving grace of this document and they giice where she
recognizes herself is in the racial category, bat too would change:
Her grandmother “corrected” every item. In the kldor race the word “white”

now appeared. Prietita wanted to cry—the one taug falsified now. Her

grandmother had acted from the heart, had triecchaynging one word, to save

her from the painful ignominy of being what she wadexican?’
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The corrected copy was not completely accurate.chiaege that her grandmother makes
means that Anzaldda would lose her Mexican sidbaowhite one. It almost seems that
all of the changes that were corrected are camtelig by the mistake that would be
imposed upon her. Embedded in this statement, Adaalecognizes the trauma that her
racial category has caused throughout her life. Wer ethnicity was Mexican on her
birth certificate, it helps explain the feelingsatherness; when her ethnicity is white, the
feelings do not go away, but her racial categoitg geased. At school, the students and
her teacher would never see her as white even thbeggrandmother made this change
to “protect” her. A later draft of the story addsignificant line: “This misnaming was
later to be significant to Prieta as a writer. Plosver that came with naming was one she
wanted.”® |t seems that on a later revision, Prieta rerélaglsvork, and comes back with
a new sense of self-awareness. During the writirecgss, Anzaldda works out her
emotions that are connected to larger structusalels. Then, she steps back and refines
her theoretical grounding as she rereads her eqpmmj adding a new layer of
understanding to the piece. Interestingly, thiscpidad an item or criticism next to
Anzaldua’s reflective statement. The writing on thargin reads, “This seems overstated
to me—sudden academic languade.Again, this proves that, over time, Anzaldia
worked out her story into her theory. She is aldegive the story meaning using
academic language. Herrera also explains what Atad role was in this story. The
fact that her parents could not decide on a namariscularly important:

[H]er name had always been a source of frictioncesiher mother and father

couldn’t agree on a name when she was born, anel thhey had, couldn’t get it
recorded correctly on her birth certificate. Heamgtmother was the family
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member, then, who went to the clerk’s office in 290 have the corrections
made, and in the bargain decided to change herfraice“Mexican” to “white.”
Chicano movement or no, it was likely that Anzaldugrandmother, who was
raised in an age of segregation and brutality agailexicans, believed that
claiming whiteness would save her granddaughten frmmiliation. Anzaldla
concluded that while she understood her grandmsetleasoning, she met the
news at the time with shame and disappointm#ht.”
The first part of the story seems to be writtera imatter-of-fact tone. Many children go
through a rite of passage on the first day of sthRbetorically, her experience can be
linked back to Brummett's “types of events” mengdnearlier. Anzaldia experiences a
type of event when she interacts with her teadhdrer discussion oA House on Mango
Street,Flores explains “Esperanza’s longing for a housg amome stems partly from
her feelings of inadequacy, manifested in her aton with her teacher® This type of
interaction between child and teacher is a comm@mele of how Chicana girls were
treated, and they serve as important experienasatbuld result in theories. Although
this is a story of a child, it gives a very strgugtrayal of discrimination and racism. The
child may not have known how to name her feelitgs,would later come to understand.
As Herrera states:
“Her Name Never Got Called” is a heartbreaking epkemof the lack of
understanding Anglo teachers demonstrated towaeir tMlexican-American
students in segregated Texas, and of the fear]dmwient, and humiliation those
students faced as a consequence. While Mexican iéamefamilies did live for
generations on the U.S. side of the Rio Grandeiag common for children to
grow up speaking Spanish as their first languaghy, to face discrimination upon
entering the school systeth.
The story is a common story of discrimination.Xpkins how Anzaldia may have been

treated as a child growing up in South Texas, dneixplains a common place that

Chicana children experienced. Prieta is uncomftetab school, and she experiences
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something similar to the protagonist in Cisnerdsuse on Mango Stredtlores states,
“She also experiences an awareness of her diffesemic culture and class, from those
around her, and a sense of how her displacemenident in spatial relations? It also
explains the consequences that she faced fronf #ilecconfusion concerning her name
and ethnicity. Herrera continues, “This story destmtes, too, the depth to which such
shame was ingrained, prompting Gloria’s grandmotyesirs later to alter her birth
certificate in the hopes of giving her Prietita,igfhin fact means “little dark one,” an
advantage in a white world@* Although changing the ethnicity on the birth deséite
would not change the way people discriminate agd®ta/Anzaldia based on their
physical appearance, the document seeks a typgasbkihg” that cannot take place in a
physical environment. Perhaps even if Anzaldia dodt pass for white in school, the
documents would provide a temporary moment of pgsstadly, Anzaldda does not
have a say in the way her own name is handled andhat part/s of her ethnicity she

wants to claim.

ANZALDUA’'SARCHIVE AND REPERTOIRE

Archival research should only be undertaken if doeuments at hand expose
something new and offer crucial information for wegsng the questions posed by the
researcher. This particular chapter provides aimmei@ of a case study that would not
have been possible without the physical archive smerpretations of official and
unofficial documents. More specifically, this chapexplores how the unofficial archive

may unmask the racist ideology of the official avehthrough affect—an implicit
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component of social change for Anzaldua. Although official archive may only be a
display of “facts” (such as place of birth, namégarents, etc.), the repertoire offers the
complex layering of responses to the official reic(guch as the material consequences
and performances based on the “facts” listed iratichive).

This case study is also important because it i®xample of the official and
unofficial nature of archival research. The docuta¢hat | examine are both official and
unofficial, even though they are both technicatlgdted “in the archive” itself. Thus, this
case study provided proof that every archival ctiben contains both official and
unofficial documents that, when combined by thedigricontribute to the continued
evolution of the archive. This method follows ClearE. Morris 1lI's approach that the
archive can be understood traditionally and mooady>> As the archive evolves, there
is a space of possibility for both official and d@inmal responses in the repertoire
exemplified by the differing responses to Anzalduairth certificate. The grandmother’s
response was to want to change the race, whileldiniaaises the document as a space
for awareness. | expand archival research by pgothat the archive itself is not merely
“data.” Instead, it offers a living set of relatgimps. As Biesecker argued, the archive is a
“space of doubled invention rather than as thedfita singular discovery’® The critic
interacts with the archive in order to make meamiagof the existing records, but it also
creates new meanings in the process.

Finally, this case study is important on a sodélel. Although Anzaldua is
known for her theories on life on the borderlarmhaps learning about the connections

between her works of fiction and her theories Welp scholars understand her work
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more holistically. She is known for her theoriesiieh are the finished product of years’
worth of work. This chapter uncovers the work twant into creating her theories about
citizenship and social change. Through an amalgamaif her fiction and official
document, scholars can learn how Anzaldda worksutiir the feelings of exclusion,
oppression, and isolation through her writing. Adaa has often stated that it is her
writing that saved her, and this chapter explaitmtwexactly she does in her writing
when used as a means of survival. Moreover, unmgskie ideology behind official
documents in the archive will help rhetorical semslunderstand the social implications
of her work as expressed in the repertoire, pdaittuhow one may feel foreign in their
own home. Not only might this be helpful for thettbe understanding of groups of
people who live on the margins (especially with toatroversy over immigration in the

U.S.), but also to more general feelings of isolati

CONCLUSIONS, INTERACTIONS WITHIN THE ARCHIVE

Anzaldua’s papers help understand the interplagwden the archive and
repertoire as | have defined them in this chapkee first reaction to the work is that
even though Anzaldia was born in the United Statles,was treated like a foreigner.
When immigrants came from other countries throullis Eland in New York, many of
them would experience changes in the spelling @f tame. As a U.S. citizen, Anzaldia
experienced the same kind of racism, if not wordan her European immigrant
counterparts. Even though she was not an immige®, was treated like a foreigner,

which is significant.
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As | have argued in this paper, through the arclane repertoire, scholars can
better understand how Anzaldta works through hpeegences and creates an imagistic
theory of social change. She supplements the alfffiecord with unofficial performances
and literature that conjure vivid images—images thelp Chicanas and others alike
build bridges using common experiences. Then, AhtEaldemonstrates her process of
working through theories involving awareness, iBolg resistance, and circles back to
awareness using images as she creates theorits @i the borderlands.

Finally, this chapter gives readers a greater wgtdeding on how Anzaldla
derives theories. Herrera states:

Her intimate knowledge of the South Texas landscgpmed through working on

various farms and ranches in order to help witheesps, in addition to her

awareness from an early age of the Valley's legaicsacial discrimination and

Tejano land dispossession, influenced her work qunodly. In this archival

collection, Anzaldua’s personal artifacts, togettdth drafts of her fiction and

poetry, weave together a history of life on thedaoras a Mexican American girl.

In one of the most striking examples, a story fragmilluminates a birth

certificate mystery and in the process dramatidcdligtrates the effects of racism

in South Texas in the 19485,

This chapter has shown how the birth certificate loa a symbol of racist ideologies of
the state and how these ideologies get internalizedn as child Anzaldta’s confusion
shows her innocence, but later on she is ableve gords to her feelings and derive
concepts such as Borderlands, nepantla, nos/@tuéshistorias, etc. Having a language

to describe these feelings of isolation becoméeary that is the product of culture work

by people of color who share Anzaldua’s experiences

! James Poniewozik, “Tuned InTime MagazingAugust 23, 2010, 62.
2 .
Ibid.
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Chapter 5: The Repertoire: Visualizing a Rhetorical Construction of
Anzaldda through Documentary

At the University of Bary, Italy, Professor Paolacfaria and Daniele Basilio
introduce Gloria Anzaldua’s work to students whovéhanever lived in the physical
borderlands, who are not Chicanas/os, and who éaseworked the fields. These Italian
students have not lived what Anzaldla experiencele borderlands, but somehow they
claim to be “nepantlera—people who are in between spaces of the emotiandl
psychic borderlands-a term that has not even been widely adopted iblighed
writings by Texans, Chicanas/os, or other schalésnzaldta’s work In order to better
understand hovBorderlandstranslator Zaccaria has been able to reach heemstsidnd
teach them Anzaldia’s theories, | turn to one &f tlewest additions to the Anzaldla
archive, a documentary that claims to be a “vigeatrait of Gloria Anzaldta®Zaccaria
has created a bridge between Anzaldua’s work andgthdents. The introduction of the
documentanAltar brings to mind several questions. How does Zaceadake Anzaldua
accessible across countries and contexts? Answériagjuestion raises others: When
people take up and extend her work in various formwhat are the possible
consequences?

Not only are these questions important for rhe#drischolars interested in
Anzaldua’s work, but they are also relevant to og@holars and rhetorical theory. This
chapter aims to uncover specifics of how Anzalddasory of the borderlands gets

appropriated at the expense of her other work antulgneously helps scholars
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understand the advantages and limitations of thédyyargument is that when analysis
begins with the repertoire, there is a movementatdwcreating an archive with both
official and unofficial elements—through visual tbecal constructions in the repertoire,
Zaccaria creates an archiget of the repertoirdy modeling Anzaldia’s theory of social
changeThe act of archiving uses visual elements and eseatransgressive archive that
is included with the Anzaldla papers at the Benksatin American Collection. This
process reviews Anzaldua’s theories, making ofrilkepand responses to audiences. The
visual construction of Anzaldua allows for audiende visualize what a borderland is
and how the theory continues to evolve—showcasimzphlia’s theory of social change.
Instead of looking at a wall as the sole markest bbundary, the image of a borderland is
inherently harder to define. By providing a visoadium, audiences can understand that
while the border is an important part of a landscadpe borderland is the fuller landscape
itself. The visual, thus, allows for a pedagogfcaiction that has the potential for gaining
larger audiences to engage her work and provideskaon how Anzaldua herself works
through theories. Through an examination of Zaecaand Basilio's documentary
“ALTAR: Cruzando Fronteras, Building Bridgéd, will show how the visual archive
helps to transform her theoretical landscape—frempopular theory of the borderlands
to her lesser-known theories of nepantla—using ®i&aylor's concepts of the archive
and repertoire. Taylor's concepts also show howcZaa and Basilio model Anzaldua’s
theory of social change through the making of theudnentary.

The following chapter examines holtar rhetorically creates this visual portrait

through the use of images of Anzaldua, altars, @mersations of women of color. In
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this chapter, the archive and repertoire oscillae#tween one another; there is a
relationship between the making of the documendéag the documentary as part of the
archival collection. Through these movements, saisotan become better acquainted
with the ways theories are created, understanddleeof the visual in theory-making,
and learn theories of social change “from belowlieTchapter will be organized as
follows: First, | will provide a background of tldocumentary. Second, | will focus on
rhetorical images of Anzaldia and their movemertiveen the archive and repertoire;
third, | will discuss major themes provided by cersations of women of color in both
the archive and repertoire and the formation ofAhealdla papers; and finally provide
some conclusions on how the piece as a whole isdagngical tool that creates

connections with students and models a theory @akohange.

BACKGROUND OF ALTAR, CRUZANDO FRONTERAS, BUILDING BRIDGES

On October 26, 2009, the documentanAltar Cruzando Fronteras, Building
Bridges” (2009)° directed by Paola Zaccaria and Daniele Basilis sleowcased at The
University of Texas at Austin on October 20, 20085 it traveled across several US
cities. The film aired at South Texas College (Pe€ampus), McAllen chamber of
Commerce, The University of Texas-Pan American, Unheversity of Texas at Austin,
and The University of Texas at San AntohiBrofessor Zaccaria was in attendance for
the screening and also gave a guest lecture abeuilin followed by a Question and
Answer session. The documentary became a parednkaldda papers at the Nettie Lee

Benson Latin American Collection at The UniversifyTexas at Austin. In her archival
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review of the Anzaldla Papers, Olga Herrera stttas the general archive includes
“correspondence, manuscripts, audio tapes, revievppings, photography, artwork and
more.” The documentary fit in with the larger body of wolt included a biography of
Anzaldua’s life and provided some insights on haw Wwork is taken up by other artists
and activists. After the screening, Zaccaria ex@di that her goal was to explore
Anzaldua’s accomplishments and struggles, but &dsshow how her mind worked
visually. In a director’s statement, Zaccaria conéis, “The effort has been to document
how [Anzaldua’s] mind worked visually, how she waterested in art, and consequently
her influence on women artist®’In her talk, she also stated that she wanted ptaix
Anzaldua’s theories to students who do not haveexperiences with the physical area
of the Southwest. In an interview with Karin Ik#gzaldla explains, “More and more
people today become border people because the gfaseciety has increasedf:”
Zaccaria argues that Italy has similar border depuand may be considered a
borderland; her students needed to understand éineal theories more fully through a
visual medium to create points of identificatiorddoridges to their own experiences.

The structure of the documentary is relevant omwts. It is broken up into four
parts that are distinct yet blend into one anotmeodeling Anzaldda’s theoretical
blurring of boundaries. Each part takes the vietheough a progression of Anzaldua’s
life and works. From images of Anzaldua, imageghaf borderland she writes from,
consequent discussions, and artwork about heridsedo an explanation of her archival
collection at The University of Texas at Austiltar engages both the seasoned and

novice of Anzaldua’s work. The diverse array of ges argue that Anzaldua’s theory
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continue to evolve. It is simultaneously an altaattmemorializes Anzaldia and her
archive. It is both descriptive of her life and Woand it also relates what other scholars
have since done with her theories. It is also piesee in that it functions as a living
archive calling upon people to engage her theavlgke challenging audiences to engage
the borderlands from their own standpoints. Now theave provided a brief background
of the documentary, | move on to a discussion a¥ havill apply Taylor's concepts of

the archive and repertoire to Anzaldua’s work.

METHOD OF EXAMINATION USING ARCHIVE AND REPERTOIRE

As | have stated elsewhere in this dissertatioa, &fchive is equated with the
official and the repertoire with the performativieumofficial. Although for the purposes
of this chapter | must separate the official arelfnom the unofficial repertoire, in reality
both work together. To best understand this rafatig, | will take the archive and
repertoire in isolation before discussing how thelate to one another. Although the
archive is made up of her papers, which alreadiudecthe documentargltar, 1 will
complicate this definition slightly to have a largdiscussion of official texts and
unofficial performances. Technically, the Anzaldpapers were already in existence
when the Italian professors took on the projectcéaa did research in the papers as an
inspiration and text for her documentary:

After having gone through Anzaldua’s papers (pthigidsand unpublished works,

graphic works, collection of posters, buttons astlitts, etc.) collected at Austin

University, Texas, | have been able to map herslinkth artists, activists and
cultural centers and interviewed women who wer@imesl by her thinking and
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poetics. . . We have also shot articrafts, phofolyges, video, painting, murals
inspired to other artists by her poetics and thebig frontera:?

Thus, the documentary grew out of the larger aehiZaccaria started by going through
her letters and correspondence, while contactingehwho have continued to use her
work. This chapter will examine how the archive amggpertoire work together to
culminate in this documentary. | will suggest home tdocumentary shows how the
archive and repertoire continue to evolve and mfone another after incorporation into
the larger archive.

The origin of the documentary is also reminisceinthe archive and repertoire.
Zaccaria started creating the documentary whenhsiaed of Anzaldta’s deatfh.She
explains, “I thought that what | had seen in hend®in 1998, when | interviewed her, so
many art works by people, mostly women, who thartkexdfor having opened up a new

path, had to be salvaged while her aura was bgfiet™®

Moreover, Zaccaria found it
challenging to explain Anzaldda’s theories to hedents, for they seemed removed and
distant. So to access the repertoire, Zaccariarb&mgahink, discuss, and use trial and
error in her teaching. That is the origin of thecamentary from which | will be
discussing elements of official and unofficialobk at the archive and repertoire within
the documentary itself, with an understanding that documentary has already taken
diverse roles within the repertoire before becomang official part of the Anzaldua
collection.

Thus, | identify the official and unofficial workothe within the documentary. |

discuss the connections in order to derive the oblanages in Anzaldua’s work, how
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they serve a pedagogical purpose, and how they hefy scholars use her theory of
social change. | examine each of the four sectididtar, provide a description of each,
discuss the archival or official components, expldie repertoire or unofficial aspects,
interpret how each works together, and finally ma@k&ms about the more general
Archive and Repertoire. The first section uses @g@phs and portraits. This
construction happens with physical pictures of Adaa, which are displayed in relevant
places throughout the documentary. This portiontled documentary rhetorically

constructs Anzaldia through images. The second gfaltar uses images of the

physical Borderland that Anzaldda discusses inwrding. Third, | discuss the role of

the altar in the documentary. Finallltar ends with information about the Anzaldla

papers. This chapter now turns to the images obAlia.

PHOTOGRAPHS, PORTRAITS , AND ANZALDUA

Visualizing Anzaldda involves bringing together amay of images that piece
together her life. This section focuses on photolgseof Anzaldlia and others, as well as
video clips of lectures and events that she gawakeil together, the photographs,
portraits, and clips reveal the experiences théttée Anzaldia’s theories. This section
captures the repertoire, which is composed of #&sesf performances that work
rhetorically to create an image of Anzaldua, andjaing so, reveal some of the building
blocks for Anzaldua’s creative theory-making pra&cebhis section is also particularly
important because it performs Anzaldua’s first pafrta larger process toward social

change.
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The documentary begins with images of Anzalduaerditimages spanning from
childhood through adult. One of the ways that théience can tell that the images span
different moments in Anzaldua'’s life is throughfdiences in her hair. The images are
mainly portraits of Anzaldua; however, there afew group portraits. Of interest, there
is one portrait of Anzaldda in water, the bordedlathat she always discusses. The
audience understands that they are being takenghrdifferent stages in Anzaldua’s life
by the changes in her physical appearance. Soentaft image of Anzaldua in water,
the images change. Instead of pictures solely afakhla, new images appear. Now the
viewers are confronted with group shots where Ashzalis joined by others. There is no
mention of who the people might be, but their phaeet in the beginning of the
documentary would explain that they must have lmese to Anzaldda. Perhaps people
who knew Anzaldia more personally would know maogtaills about her based on these
images. Yet the pictures serve the function of deson. Perhaps people have never
heard of Anzaldia or maybe they have read abouthdrnever really known much
more. These images confront the viewer directhyhwihzaldda. Using the metaphor of
an interpersonal interaction, the audience is thtoed to Anzaldia and meets her more
personally.

Then, Anzaldua’s pictures are juxtaposed into@ shmany other photographs.
There is an image of single portraits of other hato individuals, and then there is an
image of many Latinas/os on what appears to beble @ floor. The camera moves
outward so that the audience can see even monaip@rifhe audience cannot tell where

the pictures are located because at this pointe thee too many pictures. They look like
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they could be school or passport photos. The afgégeondividuals are mixed: some are
older and some are children. Although the audiaaceot given specific information
about who the people in the pictures are, thewe dsialistic aesthetic in the images. In
one sense, each individual is alone because thgesnare portraits. In another sense,
each individual is part of the group, and theyleelel together as a collage. This may be a
message that suggests that individuals are notakdren they are on the borderlands.
They share common experiences that bind them tegedh with this collage of pictures.
Again, this portion of the documentary orients éluglience. Anzaldia begins her theories
from her own experiences, but she is not alonesethle some of the experiences of
many people on the borderlands. Interestingly,gbition of portraits is not even a major
portion of the documentary—it is merely the opentogthe first scene. Thus, the
construction of images begins well before the fivetd is spoken. This juxtaposition of
images works to visually set up the concept ofibederlands which is explored later
within Altar. Before Zaccaria and Basilio ever explain who Anaalds, what her
theories are, and how they have affected womemlof cthe first two components have
already been explained visually, allowing the relsthe documentary to use strategic
repetitions to explain (and then repeat) her petspes.

Moreover, the portraits also let the audience iotee of the first major
components of Anzaldua’s theory of social changéubying the audience against itself.
While a Chicana students, for example, may havattend school and see images of
people who do not have any resemblance to hersdéléioexperiences, Anzaldia makes

images of Chicanas and Chicanos central. She han€hicana/o audience against itself
13C



so that they could see themselves—particularly thedies—written into the discussion.
Other audiences are also invited to experiencéhtharies of Chicanas from an outsider’s
perspective. This inversion of images performseoith of the flesh by explaining that
theories of social change happen when the agersisctdl movements see themselves as
such. Although these images are relevant, Zac@sia recognizes the importance of
including images of Anzaldua.

There are instances in this introduction that wsdaige of Anzaldda, such as in
lectures and panels, that are from the Anzalduaiac Therefore, the more literal
images of Anzaldla rhetorically situate her inraitial space, perhaps to perform the
liminality that she experienced during her lifetinddotably, the instances in which the
audience is exposed to Anzaldua’s physical voiedianited:

| did not want to make Gloria’s biography; | wanigebple to feel her absence. At

the beginning | thought she would never be heaken. Then, while editing, we

. thought we had to give the audience thegjifter voice and her dear features

had to be seen. She is so specially herself thatelzgaand Mario were allied in

saying we should have a few clips with fr.
Zaccaria makes it clear that she was not the pemdunwanted to include Anzaldua’s
voice into the documentary. Instead, she wark#idr to be strictly about Anzaldla
without actually inserting her voice into any ofetlscenes. However, | do find it
important to include Anzaldia’'s voice, and | in@ueéxtended quotations of her
appearances in the documentary. The clips are douhore recent concept of nepantla
and art. Anzaldua states:

| was reading Rosario Castellano’s. . . poet aredh&ld a phrase called “yo vivo

nepantla.” And when she was talking about whenvge between this world and
this world, el munde entre en medio, it's also ayvenflicted space where you
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get bombarded from different cultures, differemtes, different perspectives and
then ‘tas en medio. People who are on this nepaviileh to me is a bridge, it's
the liminal space, it's the in-between space. dt'space where, in order to make
any kind of change, you have to be in this kin@¢aiflicting space. You can't get
better at anything unless you've gone through thé&lict. You have to be really
shaken out of your customary space. You have tactmo se dice, anguished
before you choose to make something better. Nokagly, okay, I'm gonna make
this a better world unless they have suffered,amtbey are suffering, unless they
are in this conflicting stat¥.
In this extended quotation, Anzaldda is in frontaofaudience explaining how she came
across the concept of nepantla. She states tlsatitvorld “in between,” and that it is a
space of conflict. However, Anzaldla reclaims twiflicted space by calling it a bridge
that people must use. This passage provides otleediest examples of how her theory
forms out of conversations. She explains what gwtthinking about the concept, and
how she recenters it to give it agency. Althouglz@ldia speaks to her experiences (i.e.,
she has been through conflicts that have alloweddereate meaningful theories), she
explains one of the ways that theories come frolaviheTheoretical concepts that come
from below start with the experience—in this casenflict—and transform it into a
meaningful theory of social change.

Again, Anzaldua performs her theory of social @by recognizing her role as
an agent and writing herself into the academicailisgse on the subject. This takes the
previous section of turning the Chicana againglfitsne step further. She performs the
next step that she asks of her audience, which examine how conflict has affected
them personally and tie those conflicts in withlglar political and institutional questions

of exclusion. Anzaldua’s theory of social changendd to be done in isolation; it is a

communal effort. Therefore, she uses images of womeommunities performing the

132



very acts that she calls them to perform. She disousses various tools that are
necessary for Chicanas to use as they performhieryt of social change.
Zaccaria also includes a video clip where Anzaldisausses the role of art in her
own work and in the work of other Chicana feminists
Being an artist, you find yourself . . . ‘cause yoeate out of that energy. Liana
would not do all her art unless she was havinghale experiences. . . So, to me,
they are the epitamy of an artist struggling witlr bonscience, struggling with
her history, struggling with her, what life hasadwn at her where she finds
herself in this nepantla state and creation con¢bthat. You know, you can
either create or you can die creativély.
This passage also explains the role of art asriéle&ged to making sense of experiences.
Again, Anzaldua focuses on the experience of tipaunia state and how it functions as a
bridge. These two passages comprise of most dttements made by Anzaldta during
the course of the documentary. This serves to thieeaudience a small taste of who
Anzaldia was, but the work focus more on her tkeso@nd Zaccaria’'s rhetorical
construction. Personally, | had never seen Anzafghgak, even though | have followed
her work. Seeing her talk was a moving experienod, it helped me recognize some of
the experiences that led to her theories. Heanmmigsaeing her speak performs resituates
her theory back into physical bodies, and it shdwesrole of bodies in creating these
theories. In other words, the theories would nenake sense without bodies performing

them. Anzaldla does not simply speak and ask otbeidlow. Rather she is a physical

manifestation of her theory of social change.
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Although these were the only extended moments iafogue by Anzaldua,
Zaccaria insists that the reason to include clipdrzaldia was a negotiation between
herself, Basilio, and Garcia Ordaz. Zaccaria ca@m

Some of you can ask why Gloria’s voice and bodgas more present. Actually

her “absence” was meant. | did not want to docurhentbi(bli)ography, but her

legacy, i.e. what she passed on to others and wheatreceived from her

community, co-madres and contemporary women artistanted the “receivers”

to narrate what she donat€d.
Again, Zaccaria focuses on absence. However, Hraesabsence is supplemented with
how she continues to impact women of color. Zaecémcuses on the people who
continue to use Anzaldua’s theories visually. Althb her initial impulse was to leave
the footage of Anzaldia out of the documentary, sfmognizes the importance of
modeling. Even though she models Anzaldia’s predessaudience also benefits from
watching her discuss the process herself. This nmward the visual proves that one of
the main pedagogical and invitational tools is #eual medium. The bodies pictured
play an important role in creating a visual conginn of Anzaldia; however, bodies
need a place to speak from. Now that | have covpredres and portraits of Anzaldda
and shown how they perform the function of turnthg Chicana audience onto itself, |

continue the discussion on how Zaccaria rhetogiaahstructs Anzaldda through the use

of places and spaces.

PLACES AND SPACES

Beyond the images at the beginningAttar, Anzaldia’s image is also composed

of a juxtaposition between life and death through places and spaces featuredliar.
134



Through the use of physical altars, her home, anduneral, the audience is invited into
a feeling of absence. This section also modelshangtart of Anzaldda’s theory of social
change: the idea that something has been lostrthst be recaptured. Although affect is
imperative, it needs to be used creatively towaraldnd of social change. The audience
is quickly informed that Anzaldua is no longer aliwn the first scene, which starts with a
woman on an altar doing a performative reading passage by Anzaldda. The woman
reads, “Writing is my passion. This is a sacrificat an act of creation requires. A blood
sacrifice. For through the body—through the pullfigflesh—can the human soul be
transformed.®® During her reading, the woman also holds objeb& belonged to
Anzaldda including the Virgin of Guadalupe and oth@ritual objects.

The first scene functions in several ways. Fitsexplains to the audience that
Anzaldda is no longer alive. Altars are typicalhgated to celebrate the lives of people
now dead. Therefore, the documentary position# isean altar for Anzaldua. Zaccaria
states, “The editing of the video has been builtrmnidea that the film should have the
structure of an altar, a mestizo style and a pamatisical fronterizo rhythm (given by the
music of Lourdes PerezjZaccaria positions the film as an altar for Glokiazaldta,
as a memorial. Zaccaria continues to reveal thpgsa of the altars, “A special attention
has been devoted to the poet’s altars repositédteituniversity Library of Santa Cruz . . .
which were an integral part of her spiritual lifiedacreative process as a writer and may
be the best picture to visualize the frame of heative process> Therefore, the altars
and performances of Anzaldua’s work serve a vipuapose. The altars create a visual

image of Anzaldua, teach the audience about heorglieal contributions, and
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memorialize her. The altar also helps the audiemuderstand that Anzaldua’s work
stems from absence. There was an absence of th@dweomen of color in the archive,

so Anzaldua’s work had to start in the repertolferough performances, spirituality, and
community, Anzaldta explores her feelings of isolatand make use of this creative
process for building theories. The altar becomesemi-permanent structure and an
archive of these performances.

Second, the scene performs how affect can be creadively to remember past
loved ones, but also as part of a movement towamals change. Altars, and the
performances that accompany them, may be a paeable’s general repertoires. For
example, when a colleague of mine passed awayemstsidesponded by creating two
altars to celebrate his life on campus and receghike ways that he touched their lives.
In the case of this documentary, Zaccaria buildshaperformance and shows how this
everyday experience might be used for the purpoksscial change. It can be labeled as
an everyday act of resistance and one of the deskibls for performing Anzaldua’'s
theories. Other not-so-everyday acts are also declun this section, which is where |
turn to next.

The images of Anzaldua’s home and funeral are addevant places. In her
lecture, Zaccaria explained that she was able tet the Anzaldda family and get some
footage of her home. Unfortunately, there is notmmore information provided about
her home. Yet the inclusion of footage of her hasneelevant since Anzaldia spent most
of her life discussing issues of belonging, space, homeland. The next set of images of

Anzaldda is that of her funeral. The audience mwineed of her passing when other
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colleagues and friends read her work with propsnfrioer home. For example, the
documentary opens with a woman doing an interpgetaading of Anzaldda’'s work.
Then, there are also images of death, particulafhAnzaldta’s funeral. The images
show Anzaldua’s home, funeral procession, and ttonles The audience is taken into
the repertoire by being a spectator, and to aicetiegree, a participant in the events of
the documentary. Typically, people attend a funtvadee the grave and procession. In
this instance, the audience is invited into thecepat the Memorial Funeral Home in
Edinburg. Anzaldta’s tombstone reads:

GLORIA E. ANZALDUA Ph.D

Sept 26, 1942

May 15, 2004

MAY WE SEIZE THE ARROGANCE

TO CREATE OUTRAGEOUSLY.

SONAR WILDLY—FOR THE

WORLD BECOMES AS WE DREAM [
After the gravestone scene, there is a musical agenwith portraits of Anzaldda, one
video, and a framed picture of her on the rivere Timeral scenes in particular make the
audience feel Anzaldua’s absence. Although the tevwdnher death is common
knowledge, with the exception of her family, frisndand circle of colleagues, many
scholars found out about Anzaldia’s death througtuaries or other print sources. This
instance is another example of how everyday expess which include issues of life

and death, are brought to the forefront. This repe, however, is not without ideology.
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It is also a privileged space that requires acdessther words, | did not have access to
Anzaldua’s original funeral, but Zaccaria has madme portions of it more accessible.
Thus, the purpose of this case study is not totkay the archive carries oppressive
ideologies and the repertoire is free from it. éast, | advance that looking at the archive
and repertoire together help to derive Anzalduiaéoty of social change. The repertoire,
although not free from issues of privilege and ascdelps to explain the centrality of
images of everyday experiences. It helps scholadenstand the central role of images
and their associated experiences as part of aytlid@ocial change. People who did not
know Anzaldua personally did not have access tgptréormances that that took place
after her death. Thus, seeing the funeral, watchivg procession, and seeing the
tombstone in the documentary provides the audiemite access to the otherwise
restricted repertoire. At this moment, | returnthe first scene in order to make some
connections between all of these images and howttekp to structure theory.

The words the speaker reads in the documentargls@enow part of the archive.
They are passages from Anzaldua’s work. The spakerformance and interpretation
performs an oscillation between the aforementicaethive and repertoire. The images
that are shown throughout the performance of Antdhome and funeral occur while
the speaker does a performative reading. The clodipassage is also performative and
strategic. It places the spiritual nature of herkvat the forefront, which is already a
form of speaking back to more traditionalized wagg by Anzaldla. As explained in the
literature review to this dissertation, Anzaldtiteafwondered and critiqued scholars who

adopted a theory of the borderlands that ignoredsttiritual dimensions of her work.
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Zaccaria and Basilio start with this reading, thenanchor and complicate Anzaldua
while placing her spirituality at the center.

The first scene also functions to emphasize amnaegt that gets developed
throughoutAltar: Anzaldda is not “dead,” but has undergone a rhesbtransformation.
This argument is made with attention to reflexiviBaccaria and Basilio are creating
homage to Anzaldda, but not in the same sensettiagpa person to rest and providing
closure. Instead, they are making an argument &w her theories are continually
undergoing transformation after transformationfdnt, the documentary itself aims at
stimulating a continued sense of transformatioltaldta’s life and works. She uses
documents from the collection and puts them togatherder to prove that the Archive
is living and that her work continues. Later in tthlecumentary, it is explained that
Anzaldda is not “dead,” she has merely taken oiffardnt form.

These particular passages also perform anothemrtang function. They
demonstrate that Zaccaria models Anzaldua’s thedheough her documentary. She
literally performs Anzaldda’s theory through thextmposition of the archive (the
reading) and the repertoire (the performance). &her another repertoire being
performed simultaneously, and it is seen throughue of images (performances of life
and death/everyday experiences). The images, dnemysed in order to create an archive
(the documentary). In this way, Zaccaria’'s stytisthoices model Anzaldua’'s theory-
making process and gives insights into a theorgamfial change. Changes in society
occur when the everyday experiences of Chicanasarered, and the women start to

see themselves as agents in their social mover@ety. at this point can they begin to
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make connections with others and work toward lasgarctural change. This previous
section has focused on the images of life and déatir movement between the archive
and repertoire, and their contributions to AnzaldUgneory of social change. The
following section will hone in on another importantage that people tend to be more

familiar with in current discussions regarding ingnaition politics: the border.

THE PHYSICAL BORDERLAND

Another component of Anzaldua’s identity is the gbgl border—it is the
foundation of her theory of the borderlands andnaportant addition to the concept of
rhetorical agency. Zaccaria uses the physical blanme to rhetorically reconstruct an
image of Anzaldda. The images in the documentaeytaken at an important time.
Zaccaria notes:

On the Texas borderlands in McAllen, Mission, andatyo, (shot in April 2008,

before the actual building of the wall), we captuthe material passageways

between Mexican and American borders along the@ende-Rio Bravo River
which were the source for the texture of crossingctv makes her work so
special (insider guide: Daniel Garcia Ord&z).
The repertoire is particularly important here. ifweren’t for the relationships that
Zaccaria built with other people, she would noténgained access to the area filmed in
the border. Repeatedly, | make the point that tpentoire is not without politics. In
other words, there is an archival impulse that makedifficult to gain access to the
repertoire. Moreover, there is also the issue efrdsearcher; she or he has to be trusted

to break through the repertoire. The film also wsaa portrait of Anzaldida through

absence. On the one hand, the U.S./Mexico wallissing completely in this part of the
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documentary because it has not been built at the 6f the taping. At the same time,
Anzaldua is missing from the images. Her deathasked by absence, but this absence is
ironic because she will have been replaced by thlé Wer temporary existence in the
repertoire is unable to compete with the permaseutture of a wall. In the making of
the documentary, a notion of absence is capturddashived. In this way, the politics of
the archive are revealed. Zaccaria competes wieh affnerwise oppressive archival
impulse. She responds with a counter-archive th#ttansgressive and memorializes the
space of absence, and in doing so, she also mdinesidnzaldda.

Zaccaria methodically constructs an image of Adaaland defines her through
the border. Her placement of the scenes of the/MeSico border shows how Zaccaria
constructs the border conflict as permeating deoportions of the documentaiitar
begins with footage of the borderland and carefuliferweaves it throughout the
documentaryAltar also ends with a discussion of the border. Danatc@ Ordaz shows
a border checkpoint at night time, amidst consiougtand while are people walking
through it. Garcia Ordaz continues:

And we can see that the border patrol set up tepstights so they could see

people that are trying to run from the fence trezlihat is very close to the river,

about one to two miles in case they want to rumfthe trees to where cars might
be waiting, their relatives their friends here battthey can see when people are

running from the streets to the main highwa¥’ . .

One of the ways that Anzaldua’s theories are usedidcuss larger societal issues is

through the use of the borderland. It is the anst@ecritiques of identity politics.

Although there is a danger of being so reductiothstt one cannot speak beyond a
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singular isolated incident, images of the bordeflatiow for Anzaldda’s theories to
break boundaries. Zaccaria explains:
A film on GEA and Mexican-American borderlands iganingful for the new
Mediterraneean borders: 1) both South-American liediterranean lands and
cultures have been colonized oppressed and exgplséeeral times; 2) both are
set in the borderlands. If the land we live in,South Italy, is a borderland
between Africa, the Eastern countries and fortEag®pe, Texas is the borderland
between South and North America; 3) both areases#irthe arrivals and the
expulsions of the illegals, aliens (USA), clandaessi (Europe); 4) they have gone
through discrimination with regards to North (AnoariEurope) and yet, since we
are both inhabitants of the South, we feel ragandttry to resist to xenophobia,
racisms, sexual abuse and oppose detention canepglobal lagers®
After constructing Anzaldda visually in the repémo it becomes possible to create
official connections with her theories. The audemas now seen that experiences and
performances are the key to theory-making. Moreovwhrough visual rhetorical
constructions, the audience has identified with sdéa. So, what is the next step?
Anzaldua’s theory is very particular to her expecies and geographic location.
However, though the visual rhetorical constructiangiences start to see similarities in
their own experiences. They, too, have portraksrian school. They, too, have collected
family albums and videos, or perhaps had videoaigetof important moments in their
lives. They, too, look back at childhood homes hade circles of friends. These items
seem simplistic, but they serve an important fuomctior social movements. After all,
Anzaldlua speaks to a particular experience—thato€ana women. Though common
spaces, Anzaldua’s theory becomes more global emddes the possibility for agency

for a larger group of people. Zaccaria begins theuchentary by stating the similarities

between AnzaldUa’s theories and the situationsoutlfsAmerica and the Mediterranean.
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Although Zaccaria claims that there are major catioes between and across cultures,
how might scholars make these connectionsAltar, Zaccaria argues that through
conversations, women, academics, and artists alénghaonnections to Anzaldua’s

work.

PERFORMING |MAGES OF ANZALDUA

One of the arguments madeAitar is simply that Anzaldua’s theories are taken
up by other women through conversations, theoletmatributions, and art. Her theories
have been expanded in the sense of art(ivism)ryHadlding, and visuality. Through
everyday conversations, the women in the documegmain a sense of agency in the
repertoire that then becomes archived in the lakgety of work. The documentary
footage of other Latina women also mirrors Anzaldljmmocess and provides insights for
social movements. This next section focuses onthevdocumentary creates moments of
agency in the repertoire though discussions abloaitwall, Anzaldua’s theories, and
Zaccaria’s manipulations of images.

The conversations about the wall are used in otdeshow the continued
relevance of Anzaldua’s work. Amalia Mesa-Baingesta

They have to pay all this money [while images @€riare in background.] They

go through tunnels. They go through desserts. Aalivays say, you know it's

like Darwin the survival of the fittest. The ondsat make it here, they are the
strongest, the most ambitious, the most fearlégsntost creative, or they never,
ever do it. [images of people looking] The oned than’t have that drive, they
stay in Mexico. So you already know that the omed tome here have potential,
for being the best of the best. . . The Americamegoment actually thinks that

these people are the worst of the worst when thagally the best of the best or
they'd never survived the journey nor would theynean if it was the other way
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around and, and white Americans had to go to Metacmake a living? Do you

think they could figure out how to get there? Dauybink they could survive

there under these conditions? Never. It's realtyyrie it's really a shame that

peoplehaveto do this®’
In this conversation, Amalia offers alternative gea of immigrants from Mexico. While
the United States might portray immigrants from Mexhegatively, Amalia inverts these
portrayals through everyday talk of who these peogally are. She also centers
immigrants’ experiences by making the claim thatekitans may not be able to do some
of the things that these newcomers have been fawetb. This first conversation is
important because it mirrors the beginning of theuwnentaryAltar began with portraits
of people, and this section of the documentary bksgins with portraits, although they
are performed through everyday conversation. Imajammigrants are also included
throughout the remainder of the documentary. Istergly, it is unclear who is an
immigrant and who is Mexican-American. This blugiaf boundaries explains some of
the conflicts that Chicanas face on a daily bagigain, the focus on everyday
experiences is important because it centers thaohjradoing so, it creates a sense of
agency. Although changing the perception of immmggas one important function of the
repertoire, Anzaldua’'s theories reach beyond. Ahrk theories also give voice to
other women and offer a space for the making ofentioeories in the repertoire.

Another theme in the conversations is opening emrttical space and giving
voice to other women. A woman wearing a red scaplans, “She exposed herself as

much as she could and she dug deep into herselfhieit roots and brought to us, the

concepts to us because we all have these struggtles us that are reflective of the
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struggles that are going on in the world. We ddwve a language to speak abdit.”
This passage emphasizes the importance of voicefahdving the space to make ones
voice heard. Daniel Garcia Ordaz continues, “Itlsoaderlands Gloria talked about. It's
not totally American y no es totalmente Mejicarts & little bit of both.Laugh”?® Not
only does Anzaldla open up discursive space, betabo creates theory from her
standpoint. Garcia Ordaz’s idea blends into a caat®mn Amalia is having, “So | think
that people like Gloria took what was previousliiad of colloquial discussion on the
border and then began to create from it really ingra theories that could be useful to us
both in resistance and affirmation. . . The bordees both things for us® Graciela
Sanches, Founder and Director of the EsperanzaeCaantinues, “This country always
forgets that the Berlin wall came down and the whaiorld was happy because the
Berlin wall came down, and here we are in SouthaSekuilding a wall* This
discussion blends the colloquial with the theosdtiand reveals the way in which
everyday discourse is used in order to create aryhef the borderland. In doing so,
Anzaldua also invites others into her discussi@agcaria follows the theoretical model
laid out by Anzaldda for looking at everyday expardes and tying them in with political
concerns.

Another woman who shares Anzaldla’'s experiencderéifitly enters the
discourse. Juana Alicia (muralist) continues, “A@bbria appreciated that division and
that need to make peace with that split and mgstizality. Ya, me too, you know,
Tejana, Jewish, Russidraughter], and you know. . . And you know, which is my

culture? Let's see, there’s three languagédhis suggests that Anzaldda’s experiences
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are not isolated; she shares her experiences witar avomen. She is also more
expansive with her category of the psychologicalbdands. Amalia continues, “And |
think most especially for the women for her writiagout the mestiza and taking it to
other levels beyond just racial ones and lookingetual borders and other kind of
meanings was very powerful and no one had donefare.”*

Another woman continues:

And so Gloria takes the experience of South Terggarticular and centers the

daily life of the people, and struggles, and outhatt daily life and her analysis of

it, creates theory. She gives them a voice. [Dafférpeople in background] . . .

And constructs and concepts. And over conceptsnidgantla and Coatlicue state

were not part of the discourse [mural and artwarlbbackground, man driving]

was of the old borderland studies or even neweddytand studies that was
developing®
The women are performing what Anzaldia modeled.yTéwe taking their particular
experiences, working through them, and talking &llo& evolution of theories. They are
an embodiment of what Anzaldla theorized, and tjindbese conversations, the women
have a sense of rhetorical agency.

Another reason for Zaccaria’s rhetorical constarcbf Anzaldta through images
is to avoid speaking for her. Instead Zaccaria dorist the images do the speaking. She
is reflexive about her process: “I shot many of fhetures in the movie. | wanted
pictures to be a part of the movie, also becaukeught that intermediating still images
with moving images was a means to achieve a mesti#e.” Zaccaria reflects upon
her role as the researcher as she explains theofdlee images. Through the visual

medium, Zaccaria is able (to the best of her ghalg an Italian scholar) to replicate what

she has learned about a “mestizo style.” Imagesvalbr the researcher’s voice to be
14¢€



known, but they also invite other authors in—such the people in the images,
intertextuality, etc. Zaccaria uses the repertoyrénserting herself into the project:

Each day . . . was an emotional and intellectuaéatlire. Anybody in the movie

is part of our life forever. It has been an extdoary existential and experiential

adventure, where we both have undergone a senameatlucation

notwithstanding the different generation througliitierent culture, language,

his/her story®
Anzaldla’s voice and appearances were supposedet@ompletely missing. The
documentary was not meant to replicate AnzaldUaisev Instead, the film aims create a
rhetorical artifact dedicated to Anzaldia, an altarthe literal sense. As Zaccaria
immersed herself into the archive, she made creatiwices in the process of the
repertoire which led to a finished product thatludes clips of Anzaldua, but Zaccaria
was careful to leave the viewer feeling her abseftere is a point of irony here:
Anzaldua is argued to continue living through tlmersations in the repertoire that
materialize after her death; however, Anzaldua’'scevois limited throughout the
documentary.

Although Zaccaria makes an important point inistathat she does not wish to
duplicate Anzaldua, | argue that the best way kowah “mestizo” voice to speak is to
create points of access. Through her use of imagascaria is able to rhetorically
construct an altar for Anzaldda while simultanegugliing her voice. Images are a key
rhetorical device used to teach and invite audierioelearn about Anzaldda. Scholars
should be aware that Anzaldua’s rhetoric continthesugh the rhetorical constructions

of Zaccaria. Anzaldua’s image is also present mi$aapes, most strikingly in images of

the Southwest and physical altars. In the docuangtmalia states:
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When we talk about the altar, we're really talkimgout the permanent structure
within a home, and it's a permanent ongoing recofrdhe family history. It
functions as a sort of public memory. It's alsopace between the family and
their beliefs and the spirituality that they holde always believed that the altar,
the women especially keep is a space of power,itarglalso a space that is
intimate and is personal even though these womga Baormous public lives.
They have one place where they save the thingge¢hlly matter and where they
feel this sense of belonging. It's like a foundatto a house. My first ones were
my grandmother’s and then later my mother's and thene and if | had a
daughter, | would give it to her. Instead | teactoiother people. But | think that
you need to have that basis to take a¥isk.
This chapter has covered the ways in which Zacdaam created a visual portrait of
Anzaldda through rhetorical constructions in thegeréoire. The purpose of this section is
to provide some conclusions about Zaccaria’'s pmocaesd the content of the
documentary. Next, | turn to Zaccaria’s rhetoriclabices and discuss other issues in the

documentary.

CONCLUSIONS, RHETORICAL CHOICES

In conclusion, | first reflect on the rhetoricaiaices that Zaccaria and Basilio
make regarding the images used throughditar. Zaccaria explained that she went to
The University of Texas at Austin to do a signifitamount of research on Anzaldia.
Her intention was to find visual representationat twould help in teaching to a wider
audience. She found portraits, drawings, jourrfadgon, etc.; she even used a collection
of Anzaldda’s political t-shirts at the conclusiohthe documentary. In the talk, Zaccaria
explained that there is so much that can be leaabedt the history of social movements
by simply looking at the collection of t-shirts Aaldua kept from different marches and

protests. Zaccaria focuses on turning the audiemcéself so Chicanas can begin to
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examine their experiences. Then, she focuses orevbeg/day experiences of women
through physical images and performances as aofagency. Finally, she focuses on
how these moments need to be connected back ticpbtiscourses for the purposes of
uniting toward the aim of social change. | alsouarghat Zaccaria helps scholars
understand Anzaldua’s theory of social change byetiog it during the making of the

documentary.

When asked about the film, Zaccaria states, “It shany of the pictures in the
movie. | wanted pictures to be a part of the mowakso because | thought that
intermediating still images with moving images wasmeans to achieve a mestizo
style.”®® Although Zaccaria’s finished product is housedHe archive at The University
of Texas at Austin, she uses the repertoire througher creative process. Her reference
to emotions is important because the repertoideimed by affect. The fact that Zaccaria
claims to have gotten a “sentimental educationirduthis project is relevant. It is proof
that affect both creates and teaches. She embibdiebetorical effects of the repertoire,
and she offers an example of what many have caliedting a theory of the flesh.
Another component of this performative realm ofottyemaking is that it is a grounded
approach. In other words, the scholar allows fer itiventive nature of her research to
guide her throughout the process. In Zaccaria’'®,cake admits that the finished
documentary was not exactly what she had envisioned

At the beginning | thought | would not even use thips of archive footage. |

later inserted, because | wanted the audience t((siEEEL her absence. Perhaps

the result does not fulfill the intention; perhdgsave failed. But the central idea
was to have a sort of visual version of a choraftatave on her, something to
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fight the holes in memory which often take placetlms age so speedy in
eradicating visions and thinkirig.

Anzaldia’s voice and appearances were supposedet@ompletely missing. The
documentary was not meant to replicate Anzalduaisev Instead, the film aimed to
create a rhetorical artifact dedicated to Anzaldias meant to be an altar in the literal
sense. However, as Zaccaria immersed herself i@@rtchive, she made some creative
choices regarding the repertoire. The finished pecoddid include a few clips of
Anzaldla, but Zaccaria was careful to leave theveiefeeling her absence. There is a
point of criticism to be made. AnzaldUa is argueddntinue living through the evolution
of her theories and the conversations in the reperthat continue after her material
death. However, Anzaldua’s voice is very limitedotighout the documentary. Scholars
should be aware that Anzaldua’s rhetoric nevermdpwith the limits of her body and
neither does the rhetorical construction that Zaacereates. Anzaldua’'s image is also
present in landscapes, most strikingly in imagebefSouthwest and physical altars.
Moreover, this case study is important as it psotleat rhetorical theories of
women of color build bridges across cultures. Asaman of color, Gloria Evangelina
Anzaldia wrote about her mixed experiences growipgn between several cultures
which can be summed up in a well-known quotatidrgrty a border woman. | grew up
between two cultures, the Mexican (with a heavyidndnfluence) and the Anglo (as a
member of a colonized people in our own territdrjpave been straddling thétjas
Mexican border, and others, all my lif"Although the basis of her experiences was

unique to her own subject positions, the theogssmated with so many others who also
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felt the “emotional residué® of borders, of these “unnatural boundarféshat keep
women from building stronger connections with osheFor example, as a lesbian
woman, she was not allowed to give talks in manyhefuniversities in Texas; she was
relegated to the local bars where she shared keriés. Now, it seems both fitting and
ironic that her archive is housed at the BensoninL&merican collection at The
University of Texas at Austin. Olga Herrera stat&%je Gloria Evangelina Anzaldda
Papers were acquired in the spring of 2005 by thdid&NLee Benson Latin American
Collection . . . [After her passing,] her estateirfd a home at the Benson for her
papers.** Now, academics and artists alike use her existingries as a point for further
discussions on the nature of life on the bordedanthis case study delves into
extensions of Anzalduda’s archive through the medafrdocumentary film and shows
how connections between similar and dissimilar erpees are possible across
Chicana/o and Italian cultures in this particulase. This is important because it
highlights the visual medium’s potential to buildidges across geography and
experience. Two seemingly different cultures cobrsed on terms and images that
help explain those terms. Language is important,iimages take prominence as they
explain complex terms and experiences that buildneotions across cultural groups.
Many times work that starts with the experiencesvomen of color may have been
deemed narcissistfé. However, this documentary and its reception ity lfzrove that
there are important cross-cultural bridges to bthiat use the self as a starting point for

larger discussions.
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Altar also shows the importance of the visual in theajding, and Anzaldta’s
work exemplifies the relevance of the visual medilunlike language’s use of abstract
terms, the visual medium offers pictures of specédkperiences. Even more abstract
images, such as that of a wall, provide studenth wpecific instances of borders,
allowing them to reflect on their own experiencBkreover, Anzaldda’s very use of
images is an act of sharing of herself, and thesgés do what words may not always be
able to do. She associates being an artist/writethé oral tradition or Chicanos; the
connections Anzaldia makes with hearing her gratidens stories and wanting to be a
visual artist or write’ allowed for her work to be a representation ohhiesires. In the
documentary, Paola Zaccaria emphasizes how AnZalddiad works visually; in Italy,
she focuses on the relevance of the visual medhuough the various ways that her
life’'s work continues to influence artists and atlaltural critics. Beyond the reception
of her work, the documentary explains the primaéyiguality within the work of
Anzaldla. Zaccaria explains that when Anzaldua galks, she used more drawings that
writing through transparencies. People would seaddntwork and images that would
emphasize how her work touched them. Thus, Anzaisl@theorist who openly made
use of a visual medium in order to craft her theorand continue to give them life
through others’ visual responses.

On a related note, this case study is significatiabse it shows how the visual
medium is an important pedagogical tool. Zaccax@aens that her students do not know
what Anzaldua’s terms mean. It is difficult to exipl a borderland when the students do

not have an awareness of this experience, everglththey may have encountered it
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themselves. Zaccaria wanted to show her studentt whs behind the writing. She
stated, “You have to see to understaffdThus, the visual serves as a type of bridge. It
helps students understand the complex terms armgttigiridentify with the theories
through similar experiences, or indirectly conngbtough metaphorical concepts.
Although the visual medium may appear vague, tasestudy argues that images help to
make a broader term, in this case borders, morereten Dana Cloud made a similar
argument in a different context, “The ideographashl of civilizations> is enacted in
these images in ways that are more concrete thanlitiguistic invocation of the
phrase.*’” Therefore, through the visual medium, studentsgzan a better understanding
of Anzaldla’s theories.

Altar is the first documentary about Anzaldda sincedsath in 2004. The film is
arranged organically. It shows the physical U.Sxide Borderland. It also shows
footage of Anzaldia while she was alive. There smenes of her talking with other
women about her theories. There is footage of lbeisé and the relics that she had to
adorn her home. Interestingly, there is also foetafl other artists who have taken
Anzaldua’s theories and incorporated them intortagivork. The first set of images and
scenes are used to create a rhetorical construatiénzaldia modeled after her process
of theory making toward social change. The secatd&conversations among women
of color are important because they, too, modelatdira’s process and show how her
theories can connect many different cultures. Algto Taylor calls for a hemispheric

perspective, Zaccaria expands the theories to atbddwide issues.
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The documentary helps the audience visualize Alizes process. It started with
the physical area that inspired her work and itared her relationship to the land. Then
it contrasted that footage with images of the Wi8xico wall. This contrast helped the
audience visualize how walls are built in arbitrgtgces; it demonstrated the resulting
divisions between the U.S. and Mexico, and withie t).S. itself. The processes of social
change are implicit and imagistic, but the movenimttveen the archive and repertoire
helps derive how Anzaldda’s focus on everyday @rpees is part of a larger movement

aimed at solving larger structural problems.

! This term comes from Anzaldua’s definition of “mepla,” which was introduced in the Introduction to
this dissertation.

2 Gloria E. Anzaldualnterviews/Entrevistased. AnalLouise Keating (New York: Routledge, 200m6.

3 Although several Chicana/o scholars do write esitarly about nepantla, my argument is that schaléirs
Anzaldta’s work do not pick up on the term as esiealy when compared to their treatment of
Borderlands, Anzaldla’s most popular theoreticaltigbution. The website on Chicano/a Art,
http://www.chicanoart.org/nepantla.html explainatt@loria Anzaldda, Pat Mora, Yreina Cervantez, and
Miguel Leon Portilla write extensively about nedant

*“Screening and Discussion of ALTAR: Cruzando Fevas, Building Bridges” UT News Release,
http://www.lib.utexas.edu/about/news/screening_digtussion_of_altar.html

® This question makes the argument that AnzaldiaHeasies that have become more mainstream, such as
her theory of the borderlands; however, there #rergost-borderlands theories that take into agicou
spirituality, sexuality, class, etc. that have foatught on” with the same level of fervor. Thisléals what

| state in a previous chapter of this dissertat®@ne theory for this phenomenon is stated in
Interviews/Entrevistasyhere Anzaldua reflects on some theories being“tede” than others.

® Film was directed by Paola Zaccaria and Danielsli®a2009). Research, script and executive
production: Paola Zaccaria. Produced by Univediidari and Regione Publia. Assessorato al
Mediterraneo. “Director’s Statement...ALTAR: Cruzanéimnteras, Building Bridges:
http://www.vipf.org/AltarDirector.html Accessed Aust 4, 2010.

" The Center for Mexican American Studies (CMAS)partnership with the Center for Women's and
Gender Studies, the Center for Women's and GenddieS, the Gender and Sexuality Center, and the
Nettie Lee Benson Latin American Collection, Unsity of Texas Libraries sponsored the screening.

8 “Altar Gloria,” accessed August 4, 2010: httpghorg/AltarGloria.html

° Olga Herrera, “Archival Review of the Gloria Evasiga Anzaldta Papers, The Nettie Lee Benson Latin
American Collection, University of Texas at Austin.

Y “Director’'s Statement...ALTAR: Cruzando FronterasiilBing Bridges,”
http://www.vipf.org/AltarDirector.html Accessed dwugust 4, 2010.

M “Interview with Gloria Anzaldua (sic) by Karin Ika3-4.

12«Djrector’'s Statement...ALTAR: Cruzando FronterasiilBing Bridges,”
http://www.vipf.org/AltarDirector.html> Accessed @ugust 4, 2010.
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13 Notice that from here on, the term is capitalinéen referring to the Anzaldua collection as a wehol
The term is not capitalized when | am discussirigiaf documents within her larger collection, osabset
of the whole.
14«Q & A: ALTAR: Cruzando Fronteras, Building Bridgé<http://www.vipf.org/AltarQuest.html>
Accessed August 4, 2010.
15 |bid.
1% |bid.
7 Altar: Cruzando Fronteras, Building BridgeBVD. Directed by Paola Zaccaria and Daniele Basilio
2009.
*® Ibid.
9 “presentation...ALTAR: Cruzando Fronteras, BuildBigdges
D(;ctp://WWW.vipf.org/AItarPresentation.html Accesdsaugust 4, 2010.

Altar.
Z“Director’s Statement...ALTAR: Cruzando FronterasijlBing Bridges”
?Zttp://www.vipf.org/AItarDirector.html Accessed @ugust 4, 2010.

Ibid.
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#“Director’s Statement.
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% “Director’s Statement.
27 Altar.
%% |bid.
% bid.
0 bid.
! bid.
%2 bid.
 |bid.
* |bid.
35 “Q&A”
% |bid.
37 Altar.
38 “Q&A
39 “presentation.”
“0 Gloria AnzalduaBorderlands/La Frontera: The New Mesti2ad ed. (San Francisco: Aunt Lute Books,
1999), 19.
*bid, 25.
*2bid.
*3Herrera, “Archival Review of the Gloria EvangeliAazaldua Papers,” 1.
4 Calafell explains in a special issueTaixt and Performance Quarterlgat during the publication process
in communication studies journals, two generaldeeimclude “the charge of narcissism.” This paper
echoes Calafell’'s argument that starting with peasexperiences lends itself to meaningful theoaéti
work that speaks to greater issues of oppressienakjument can be found in Bernadette Marie Célafe
“Envisioning an Academic Readership: Latina/o Penitivities Per the Form of Publicationext and
Performance Quarterl9, no. 2 (2009): 124.
“5 Gloria E. AnzaldGalnterviews/Entrevistased. AnalLouise Keating (New York: Routledge, 202,
*® Quoted from lecture after the screeningpdfTAR. Cruzando Fronteras, Building BridgasThe
University of Texas at Austin.
*"Dana L. Cloud. “To Veil the Threat of Terror’: ghan Women and the <Clash of Civilizations> in the
Imagery of the U.S. War on TerrorisnQuarterly Journal of Spee®D, no. 3 (2004): 291.
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Chapter 6: Conclusions: Theoretical and Social Contributions of the
Archive and Repertoire in Anzaldua’s Papers

In a famous metaphor for scholarly conversatidfenneth Burke explains that
we are essentially entering into an ongoing coraters at a parlor. We enter into the
discourse, make our own claims, and then we exitlewthe conversation continues on
without us. Although Anzaldlda was a player in d&stans about race, class, gender, etc.,
during her lifetime, her work continues to take @mew life of its own. Scholars of
Mexican American studies and Latin American studiase fruitfully continued where
Anzaldia left off. Foss, Foss, and Griffin alsoradiuced her work to rhetoric through
their writing. However, the conversation continugs the rhetorical dimensions of
Anzaldua’s work offer new complexities of her ekigt works, exemplifies the
importance of images in creating theories, and mgs@verful connections between
official and unofficial documents. The following apter explores conclusions about
Anzaldua's papers as they pertain to rhetoric,iathesearch, Anzaldia research, and
social implications.

| frame my conclusions based on the questions pasdte beginning of my
dissertation. As stated earlier, this researchuidagl by three central questions: What is
Anzaldia’s theory of social change? What does arthef social change “from below”
offer rhetorical criticism and social movement th&b What do archives offer to
rhetorical theory, and how do they affect subsetjueetorical acts? How do feminist

projects by women of color uniquely make use otigishetoric and aesthetics for the
15€



purposes of social change? The following sectioilsamnswer the questions using the
information from the previous case studies. | stath a discussion on the nature of

rhetorical theories and Anzaldua’s contributionssgues of social change.

RHETORICAL M AKINGS OF THEORIES, ANZALDUA 'S PROCESS AND SOCIAL CHANGE

To answer the question about Anzaldua’s theorsocfal change, | must return to
her role in rhetorical theory and then discuss hewwork provides scholars insights into
theories of social change. As mentioned earliezaaia’s work may not be considered
rhetorical by all, however, she was introducedhe field by Foss, Foss, and Griffin.
Although they initially started by describing theetorical dimensions of her work, this is
also a starting point for a larger discussion ofvh&nzaldia continues to contribute to
the field. Her contributions were originally deenwbetorical, but they have taken on a
life of their own within communication studies. Attugh Anzaldia’'s work has gone in
the direction of performance, | want to see howebhelution of her work might look like
from a rhetorical standpoint in an answer to Didaglor’s call for a more hemispheric
perspective through her papers. What would a rleaiohemispheric perspective look
like? Through an examination of the archive and p&sformative iterations in the
repertoire, this dissertation has aimed at creaibgdge between the different subfields
making use of Anzaldua’'s work. The archive contetits scholars look at official
documents, but they also recognize that the pedtwve elements of the archive, or the

repertoire, can help paint a more holistic landsc&jpt only does Anzaldua’s collection,



writings, souvenirs, etc., get documented, but tlaso gain richness through the
performative elements in the repertoire.

Moreover, as the archive and repertoire contirmeyrow and bleed into one
another, the rhetorical dimensions of Anzaldua’sknapme to the forefront. Her theory
of the borderlands is not a finished theory. Indtetaleads rhetoricians to understand the
process of creating theories. One avenue for thbailging is to start with an official
moment that results in feelings of isolation. Irsttissertation, those official documents
were the identifying state documents in the fieecstudy and the responses to her work
in the second. These official narratives causednaes of isolation, and they served as a
starting point for her later theories. From thepaces, Anzaldia honed in on her
emotions, and used images in order to describe.tfidm®n she continued by defining
terms and giving explanations of images; she workgglanations into her fiction,
drawings, journals, and conversations. Throughbig process, Anzaldua’'s theory of
social change is guided by the creative procedsttwirs when she is in a nepantla state.
She calls for women to communicate about their e&pees and how they have been
shaped by ideologies of exclusion. By exposing &y acts and connecting them to the
institutions and laws that are responsible for ¢hfeelings of isolation, Chicana women
can gain a sense of rhetorical agency and conmetiiothers for the purposes of social
change.

Beyond these particular case studies, this relsearay be useful to social
movement scholars through creative practice anchextion. Scholarly endeavors are

just that—creative. Anzaldua challenges scholalsteeflexive about their point of entry
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into discourses and the processes that lead to tthesdretical contributions. Anzaldda
emphasizes that the process of creating theorigspertant in addition to the product,
and to be aware that the end theory is never faisinather it creates possibilities for
future exploration and connection. What made a lach(r the person of study)
interested in studying immigration politics, quéeeory, etc? The answer to this question
guides the process of culture work, and it provid@siable insights. It may also explain
the definitions, focus, and scope of the study. &aa invites scholars to join her in a
nepantla state and consider the uncomfortable ghatéeads to creation and elaboration
of theory, a process that often goes unnoticedaktim also challenges social movement
scholars to create generative theories that sptsideuthe particular into other, broader
movements. For example, through the use of thergewe theory of the borderlands,
and an attention to common experiences, Zaccaris also able to find that very
connection under different circumstances. This khbe a task of critical approaches to
social movements, to find the particularities thatine a movement, and also to use
generative theories that may be picked up by schak different movements through
connections with other larger societal issues. Khmds theory of social change
maintains that connection is necessary as the mengg) age and evolve over time.

Rhetorical scholars should be alert to finding scohnections.

PULLING OF FLESH, THE CREATION OF SOCIAL THEORIES “FROM BELOW”

Perhaps there is something to be learned frompribeess of creating theories just

as much as there is from the theorists themsellissmight prove to be a different layer
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that does not even coincide with common interpia@tat of theory. The second
underlying question that | pose in my dissertati@s to do with the creation of social
theories from below. To expand on this point, hgrto mind the process of an artist and
the artwork as a finished product. | contend tlcaiotars generally tend to start with the
finished theory or, to use my analogy, the finishmdce of art. Although this is a
productive way of consuming theory just as one inggimsume a work of art, and even
trace how the work has become iconic or even conifiredd| argue that the process is
important. The artist made rhetorical choices aldht to include in the work. Although
the work takes on a life of its own, the processhef artist is still significant. To the
passive consumer, Anzaldua’s theories might appeéde all encompassing—after all,
everyone has experienced movement, temporary i@ojair tensions from belonging to
multiple loyalties or cultures. However, she is oalspeaking from a particular
experience—one she wishes to share and legitimatrefore, examining the rhetorical
dimensions of her work through her creative prodegsre examining other experiences
is a key factor before moving forward. Hopefullijst dissertation has shown that Lisa
Flores’ description of the creative methods of wanoé color is accurate and provided
some further insights into the writing processesAnfaldda. This dissertation extends
current theories of Chicanas in rhetoric. Lisa &orarticlé states that Chicanas must
carve a space of difference to enable building dasdwith others. Although Flores
offered this method in 1996, there has not beenynsase studies that specifically show
how this process works. Through the concepts ofattohive and repertoire, this case

study helps scholars see how the process of cgeatifialectical space of difference in
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the archive can result in building bridges in tlepartoire. What was missing was a
method that would adequately prove or disprovedsotheory. The current case study
hopes to extend Flores’ theory and offer a meansptrationalize it. | add to Flores’
findings that the process is highly visual. ThatAszaldla uses images to understand
emotions for which Anglo culture has not develogethnguage. Just as there was no
term available for people to talk about sexual smeent in the workplace, Anzaldua
found herself isolated in the academy without adégjtools to discuss these feelings of
isolation. The ways in which AnzaldUa reaches lielience also merits discussion here.
Understanding and learning from social theorieorf below” also informs
rhetorical theory and criticism beyond these caseliss. Theories “from below”
challenge scholars to rethink about where theaorgginate. Although many scholars
engage in theoretical debates, voices get leffront these academic discourses. | argue
that the results might lead to the grim numbersnaiority voices expressed in these
privileged spaces. Conceptualizing a theory “fromoty” is a gesture toward inclusion.
hooks, for example, claimed that blacks do notteeeselves in works of art due to an
absence of representatioRerhaps sincerely trying to engage the conditidrisclusion
in art, its history of exclusion, and the reasamsdontinued exclusions deserve further
inquiry. To make this possible, people must haver@griate theoretical tools that allow
them to speak in their own terms. Furthermore, taaidil use of theories of the flesh may
serve a pedagogical function. While students miigiot theory inaccessible or difficult, a
theory of the flesh challenges students to stétft thieir own experiences. It enables them

to interrogate their own point of entry into acadermonversations. Anzaldda uses
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common places to articulate her experiences. Psrb#yer students may identify with
these common places, such as Prieta’s first dagclobol. In doing so, they are better
equipped to understand Anzaldlda’s theory and takehe challenge of a generative
theory. Students of rhetoric may benefit from exanyg historical situations and tensions
that scholars engaged as they created theoriee Bfmcifically, rhetorical theory and
criticism often attempt to examine societal comdh$, ideologies, movements,
exclusions, etc. Starting from the experienceseafpte that lead to dominant ideologies
would support the efforts of scholars who are figyto get to the bottom of it.” Perhaps,
the place to start is the bottom and then workveay up.

A theory “from below” would take into consideratitiow bodies are affected by
intersecting oppressions and exploitation. Anzaldses her own experiences in order to
create discursive space for other women with smaigeriences to come to. It has to do
with making sense of experiences creatively andgudiem as a space of invention. This
point also merits a discussion about invitatiomatoric, particularly how Anzaldlda uses
it differently in order to create theories “fromlte.”

INVITATION MEETS ANTAGONISM, THE DIALECTICS OF ANZALDUA 'SRHETORICAL
APPROACH

Anzaldua’s strategic use of invitational rhetori@laantagonism also allows for a
further discussion on the nature of feminist invtmal rhetoric in communication

studies, and it answers questions about how theare created from below. This

dissertation contributes to the ongoing dialoguenmitational rhetoric and posits that it
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can be a productive starting point for larger dsstons where the rhetor uses both
invitational and antagonistic rhetoric with the goasocial change in mind. Invitational
rhetoric gains social importance as the rhetor make attempt to build bridges with
communities that identify with the rhetor as wellthose that do not. While invitational
rhetoric on its own might leave the rhetor powes]ethe combination of approaches
allows the rhetor to simultaneously identify andsidentify, to both invite and
unwelcome, and to perform multiple loyalties angiatations.

In the case study on Zaccaria’'s documentary, Azeddrhetoric is invitational to
the extent that her terms can explain many diffepmychological borderlands beyond
the specificities of her experience. Terms suchbasderlands” have been appropriated
by different scholars in varying ways: to study dmr rhetorics between the U.S. and
Mexico border, to explain “borderlands” in a topagiy beyond the physical landscape
of the Southwest, etc. Anzaldla is even more itigital through her expansion of
“borderlands” beyond physical geographic boundate$psychological borderlands.”
People have responded to Anzaldua’s invitation gipgiborderlands as a starting point
for discussions about issues that no longer mageiihe term as a physical metaphor.

Similarly, Zaccaria’s documentary also shows hotis@r and artivists are making
use of the term “nepantla” to explain a spiritutdts of the borderlands. Zaccaria’'s
students have taken this concept of internal oconfind applied it to their own
experiences in Italy; they have identified themeshas “nepantleras” as a response to
learning Anzaldua’s theories. Even scholars who eweently using her work in

communication studies have not made this identiboa which is something that | touch
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on later. Thus, educators and students are respgptaiiAnzaldda’s invitation despite the
fact that they do not have firsthand experienceth® physical borderlands of the
Southwest. It is worth noting that the Italian €tnt$ were more than willing to accept
Anzaldda’s invitation, while in the US, she is mdth more skepticism. The wave of
identity politics, for example, subsumed much @& work of third wave feminism, which
meant that Anzaldda was unable to be recognizedhdorpolitically-based theories on
social change. Anzalduda’s work uses her experi@sca point of entry to speak about
larger issues of oppression, isolation, and exgioi. In order to do so, she must use
invitational rhetoric, but she also separates Mfefsem groups that have oppressed,
isolated, and exploited her. Therefore, the casdiet offer responses to Anzaldua’s
invitation, while her work provides clues for rhetoof invitation alongside antagonism.
The case study that makes use of Anzaldua’s battificate and short story uses
invitation and antagonism through the juxtaposiwdmfficial and unofficial documents.
The official document, which was Anzaldua’s birtrtificate, serves as the ideological
text with which Anzaldua is forced to work. She diot choose the conflict; instead, the
racism and miscommunication were imposed on hesutir this vital document. It
becomes the text from which Anzaldda uses as atirgjarpoint for her
invitational/antagonistic rhetoric. On one handg thhetoric of the repertoire is
antagonistic because it relates a set of experetizd others have not experienced. As
the protagonist in the story is confused about teane and the social norms of her
particular classroom, the audience is confrontetth wieir own racisms. How might an

audience’s inability to communicate and refusalutwlerstand standpoints other than
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their own perpetuate the racism that a small dnilérnalizes and lives with for the rest
of her life? On the other hand, the repertoire glsdorms invitational rhetoric because it
literally invites the audience into the life of tHitle girl. Perhaps only by putting

ourselves in the shoes of the protagonist, can aginbto understand the confusion
experienced by someone who has not had the opjpyrtt;sm make sense of the

ideological forces behind the ways she was treafldts might help larger audiences
connect the old with the new—old memories of thefagsion of going to school for the

first time with new understandings of how minoripopulations felt when they

experienced (and continue to experience) racism.

Another way this case study is invitational is thatakes the audience into the
process of sorting information and, thus, theorfaszaldla describes a scenario in the
most matter-of-fact and innocent way: through theseof a child and without a language
to name the overall experience. The audiencetisfedwer the invitation. Only at the end
of the story does Anzaldua show a reworking oftheught process. She states that from
these feelings, from never really knowing her nastes would speak back. Even with
this new level of awareness, she leaves the awgli@ith an open invitation to come to a
conclusion about the story. This use of the enthgmes a powerful tool that forces the
audience to make the final claim that the storginsexample of the racism experienced
by children and many others from which many otleemfs of racism have continued to
evolve.

In both case studies, my argument is that for atmnal rhetoric to avoid the

criticism of lacking agency, there needs to berssef antagonism. While invitational
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rhetoric has been criticized, this approach alldaisthe use of invitational rhetoric
alongside the antagonistic. To some degree, Anaaltkeds to take a stand against
people who have created the conditions of her pafientry. One wouldn’t simply invite
an enemy or bully to the dinner table. AnzaldUssumgagonism productively to express
her standpoint and then makes the invitation. Tdngument is not trying to twist
Anzaldda’s rhetoric. Instead, from the beginniAgzaldia has been using rhetoric that
is both invitational and antagonistic to make ckiabout her condition and invite others
to rhetorically navigate the borderlands with hé&erhaps the dialectics of her
positionality is best described in her own wordsriBorderlands
But we Chicanos no longer feel that we need todrgance, that we need always
to make the first overture—to translate to Angldgxicans and Latinos, apology
blurting out of our mouths with every step. Todag ask to be met halfway. This
book [Borderland$ is our invitation to you—from the nemestizas
Anzaldla recognizes the need to express the plarityuof her experience as part of her
own journey and identity formation. Her rhetoricaistagonistic when she says that she
will no longer apologize or translate. She doesamy want to address other mestizas,
although she does reach out to them extensivelgaliga wants to reach out to the
white women she has encountered in her own invodveiwith the women’s movement.
On another level, Anzaldia wants to reach out targer audience without having to
modify the way she speaks or writes. These are ldaas introductory remarks to one
of her most well known workBorderlands/La FronteraThese remarks summarize the

goals of much of her work. She does not invite d@lidience uncritically. In fact, she

makes several restrictions upon the audience beatoeecan properly let them into her
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world. In asking to be met halfway, Anzaldla canbbgh invitational and antagonistic.
She maintains that there is a struggle for herrdev@udiences to make a change before
they engage her work. She recognized that the acelimight be angered by what they
read, both about her experiences with oppressiah thaeir role in perpetuating it.
However, she also recognized the need to spealibmuit these issues. Asking people to
meet a person halfway acknowledges that there »@eriences that either side cannot
speak for, but it also expresses a willingnessite Mmore productively within the
dialectic. Once she has expressed the conditiordoiog so, she can offer an invitation.
One way that Anzaldta reaches out and invitesabeience into her world is
through the use of her experiences as a startimg foo discussion:
Throughout her writings, Anzaldda, draws extensgiwal her own life—her early
menstruation; her campesino background; her chddho the Rio Grande valley
of South Texas; her experiences as a brown-skindpdnish-speaking girl in a
dominant culture that values light-skinned, Engbgleaking boys; and her sexual
and spiritual desires, to mention only a few of t@ny private issues woven into
her words?
These issues are particular to her experience,hnhycsome accounts, would also count
as antagonistic rhetoric. However, Anzaldua useswork in a different way. She uses
difference as a starting point for discussion. gotasm is used as the starting point for
invitation:
By incorporating her life into her work, Anzaldranisforms herself into a bridge
and creates potential identifications with readevsn diverse backgrounds. She
models a process of self-disclosure that invitewl (sometimes compels) us to

take new risks as we reflect on our own experignopesetrate the privacy of our
: b
own lives.



Therefore, Anzaldla is a performative example of dwen theories of the borderlands.
Through her rhetoric of invitation she becomesiddar with others. The first case study
showed how people responded to her call, whilesend study looks at the different
forms her work takes the audience as she constiinidhed theories such as the ones in
her most well known texts such Berderlands/La FronterandMaking Face/ Haciendo
Caras For example:
Haciendo carasaddresses a feminist readership of all ethniciaesl both
genders--yes, men too. Contrary to the norm, isdud address itsghirimarily to
whites, but invites them to "listen in" to womenaufior talking to each other
and, in some instances, to and "against" white lpedipattempts to explore our
realities and identities (since academic instingiomit, erase, distort and falsify
them) and to unbuild and rebuild them. We have gdkaown that our lives and
identities are simultaneously mediated, marked mfidenced by race, class,
gender and vocation. Our writings and scholarsbigjt on earlier waves of
feminism, continue to critique and to directly aglsB dominant culture and white
feminism. But that is not all we do; these piecssa to the fact that more and
more we are concentrating on our own projects, @un agendas, our own
theories®
Anzaldiua’'s work showcases the importance of maimgi the dialectic of
invitation/antagonism. Pragmatically, she discusthes importance of the theories of
women of color. Inviting whites, for example, tasten in,” would help the dominant
culture understand what women of color are goingugh and provide the space for a
discussion. The space that is created from thiglimight be one where people can
address one another more openly and honestly dbeyterpetuation of oppression. On
the other hand, Anzaldua also privileges her owatspBy saying that others might be

able to “listen in,” she is also giving others p&sion to enter her space of difference.

The connotation is that people want to know whaipleas in these, now privileged,
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spaces. The intellectual doing a scholarly piececwture might still miss what really
happens in the culture because of their distarmee the people they study. Alternatively,
Anzaldlda uses that desire and gaze through thecti@lof invitation/antagonism. She
simultaneously invites a conversation, but shesgadlople out who do not appropriately
listen. This dialectic gives invitational rhetoricew relevancy in the project of
contributing to theories of social change as itcefait as part of a larger process that
women of color can productively use. Rhetoriciaaus take up this method of the archive
and the repertoire, and Anzaldua’s concepts tonstated the rhetoric of women of color.
For example, scholars can use the archive and toégeras a rhetorical method to
examine archival works of women of color. They @so conduct research of living
scholars, community organizers, and public figu@sompare their official works to
unofficial performances in the media, interactiomish others, and in other scholarly
circles. Using such methods for criticism and redeanay help rhetoricians understand
the rhetoric of women of color more generally.

ANZALDUA AND ARCHIVAL RESEARCH, TOWARD A RHETORICAL METHOD OF THE
ARCHIVE AND THE REPERTOIRE

In order to answer questions about how women afrcohiquely make use of
visual rhetoric and aesthetics for the purposesoafal change, | return to the role of
archives in rhetorical theory and how they maydft®nsequent rhetorical acts. Through
an examination of the archive and repertoire, | lbagin to answer the question of the

movement between the archive and repertoire thrabghuse of visual rhetoric and
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aesthetics. | offer a discussion of the role ohawes and then move on to what | found in
terms of visual rhetoric.

This dissertation aims to argue that archival aege is significant and adds
dimensions to criticism (unmask, extend, periphextg.) As | stated before in this
dissertation, archival research needs to be m@kceéxabout what it offers. It should not
rely on the automatic credibility that it sometimesceives because of its status as
primary research. This dissertation used archies¢arch in order to unmask ideological
underpinnings through the comparison of differexts within the archive. In doing so, |
add a layer of richness to the current interpretatiof Anzaldda’s work. The first case
study examined the official nature of the archivwe lboking at Anzaldua’s birth
certificate and complemented it with a discussidbracshort story called “Her Name
Never Got Called.” In this case, archival reseanas used to understand better the
periphery. This process aided in unmasking theladgoal underpinnings of the official
birth certificate. Unexpectedly, the case study &slp unmask the ideological nature of
the repertoire. While | thought that the repertoiras versatile and easily accessible, |
quickly realized that there were politics assodatgth the repertoire as well. Trying to
find this short story was no easy task becausefitta¢ draft is closed for research.
Therefore, | had to look around the archival paerd search for earlier drafts of the
manuscript. Interestingly, it was easier to gaicess to the official document than it was
the unofficial. The short story may be protectedause of privacy reasons, because it is
about to be published, or because the Anzaldualyfachiose not to make it public.

Regardless of the reason, there seems to be ahayeerof ideology that does not allow
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researchers access to it. It is also unclear wtiiaft of the story was used in Herrera’s
archival review. Questions of access took over mmygjhts throughout my research.

The second case study also aims at learning abeuyeriphery of work. | hope to
contribute to research on archives by showing tloegss of making a text official. The
idea behind the documentary occurred after Anz&ddaeath. The repository of
information used to establish connections and fiilghds of Anzaldua to interview came
from looking at the archive. Conversations wereadry occurring in the repertoire, and
Zaccaria captured some of them in her documentaggin, there is the question of
access. Without Zaccaria’s documentary, other resees would not have access to the
conversations that women of color have. Scholagstlse finished theories in published
works; however, they miss out on the richness @& pmocess of making theories.
Although it seems easy to say that the officiahase is ideological and has many layers
that should be explored in isolation, the juxtaposi between the archive and the
repertoire reveal that the unofficial is ideolodiead difficult to access—at points even
more difficult than the official documents.

Although | have concluded that the archive ancergire are both saturated in
ideology as exemplified through questions of adbdgy, the interplay between official
and unofficial has also helped me understand tleeabthe visual in making theories.
While the archive holds official documents, theamrpire uses images to explain what
the documents do, how they make people feel, amdthey affect women'’s lives. In the
first case study, the interplay between the bidtiificate and the short story help create a

fuller picture. It helped the reader visualize whhanging one’s birth certificate might
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look like. In doing so, Anzaldia anchors her work in ii@st writing. She uses themes
common to other authors, such as those found ine@& iconic workThe House on

Mango StreetUsing images of a child in school helps the audenaderstand the
confusion of not knowing one’s name. The feelingssolation that resulted from this
scenario might also be translated to larger issiiadentity. It might make the reader
more sensitive to understanding what it is likeihgunultiple loyalties and identities—
what it is like living in a borderland.

The second case study also takes up the issuaagfes, perhaps more literally.
Zaccaria rhetorically constructs Anzaldda throudie tuse of different literal and
metaphoric images. As Zaccaria engaged in a “nessigle” while making the
documentary, she succeeded in explaining how wommsn images to create more
images, including Anzaldua. It seems that the woirgndied tend to bring experiences
together and try to make sense of them through répertoire. This might be an
individual process in the case of writing a shadtidn story. Or it might be a
collaborative process as Anzaldla had other callemgead her story. It is also a
collaborative process in the case of the womedltar who talked about the evolution of
Anzaldia’s theories, or in the case of all the nadtg that were put together. Images were
a large portion of the documentary from talking atbionages to using them to explain
complicated concepts. Expressed in the previousiosecAnzaldia’'s theory of the
B/borderlands is much more intricate than it hasnbeharacterized. In order to fully
understand the interplay between the physical aydhwlogical B/borderlands, Herrera

had to physically place herself in Anzaldua’'s shadghough it poses a problem of
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intelligibility. How can someone who has not expaded the B/borderlands come to an
appreciation and understanding of this experienda?® is the question that Zaccaria
starts with when creatingltar. This is a fundamental question for anyone whalistu
Anzaldla, identifies with her theories, or genwnelants to learn about her; and the
answer involves rhetoric.

Out of the repertoire grew a rhetorical situatiBitzer explains that the rhetorical
situation is a “natural context of persons, eveotgects, relations, and an exigence
which strongly invites utterance; this invited udtece participates naturally in the
situation, is in many instances necessary to theptetion of situational activity, and by
means of its participation obtains its meaning isdhetorical character.’But there was
an important (and documented) shift. A professoritaly found a connection with
Anzaldia’s work and wanted to help her studentsetstidnd the theories. Thus, the
documentary was created. The previous sectionisfctise-study separated the archive
from the repertoire, which was necessary for uridading key terms that explain the
events surrounding the film. The documentary ifsa$f well as the rhetorical situation
thatAltar responds to, provides an understanding of hovexiperience of B/borderlands
reaches audiences through various rhetorical folmghe context of the repertoire,
Zaccaria and Basilio offer a visual portrait of Aidiia, making the documentary a
particular rhetorical form for the purpose of chegtconnections for their students. In
order to give students these tools, | turn to Ad@als methods of creating theories. Since
learning about the interplay between the officiadl anofficial offers unique insights into

the crafting of theories, | wish to add archive agpertoire as method, rhetorical method
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to be more exact. In doing this research, | hopeotdribute the theoretical concepts of
the archive and the repertoire and propose thera dsetorical method for archival
research.

Other rhetoricians can take this dissertation asedthe method and perspective of
the archive and repertoire to examine other arttugections. For example, archives
usually have a section dedicated to correspondefibde scholars might examine the
letters in their own right, perhaps they can detvere deeply into the relationships
between the writers. Drafts of works may be exanhiioe the subtle changes that denote
a shift in consciousness in the mind of the wrikesearch may cover how works were
received, journal entries about the work by thdnaytconversations or letters that result
from events or theoretical discussions. Scholarg atso benefit from looking at other
official documents that are less obvious, such gk bertificates. Perhaps it would be
beneficial to look at a collection and notice trend the types of souvenirs scholars
collected. It would also be beneficial to look apublished work and answer questions
about why those items were unpublished. Finallg, plitics of the particular archival
collection are also important. What works are aldé for research, what is not, and

why? These questions may result in interestingtheadretically rich discussions.

ANZALDUA , CONCEPTS, AND SOCIAL CHANGE

The last question that | pose for this dissenahias to do with the role of women
of color using visual rhetoric for the purposessotial change. In order to answer this

guestion, | discuss where Anzaldua’s work is cutyesituated, and from there, explain
174



how she creates theories. The official publishedkwed to unofficial iterations in the
repertoire. Taylor claims that the repertoire inlels everyday performances that occur in
response to the archive. Although this section adsludes quotes and information from
published works, | placed it in this category bessait is a response to the official
narratives. In the repertoire, there is a mix dfcadl work (its purpose is to respond to
other official iterations) and unofficial work, du@s notes and lectures, located in the
Anzaldua collection.

Of importance is that the repertoire proves thataala’'s theories were not
interpreted as widely as she had hoped. Even \Ww#hbest of intentions, scholars have
frozen Anzaldua’s work in time and used it as atisig point. Doing this, however, also
made it difficult for scholars both inside and adésof communication studies to expand
her theories beyond a B/borderlands critique orstiagting point for arguments that use
theories of the flesh. Although Anzaldua’s theordsB/borderlands have been widely
used, it has been at the expense of the acceptdriear further developments, “In the
conversation with Jeffne Allen [ ilmterviews/Entrevistds she takes issue with scholars
who have focused too closely on a single aspeBoaderlands thereby enacting a form
of “character assassination” that diminishes tixe f&Moreover, the “same’ elements in
Borderlandsare appropriated and used, and the ‘unsafe’ elenzea ignored® The very
creation of the official term “nepantla,” origindtérom a need to expand her theories
beyond static interpretations. Although B/bordedsns meant to be an expansive and
inclusive term, people focus more heavily on therdl and less on the metaphoric, and

thus, spiritual.
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On one hand, when Chicanas read her work, thelegittmated through the use
of code-switching and her other theortfésand her work is also used as a way to
introduce students to cultural diversifyHowever, on the other hand, “Some of the
writing is glossed over as, particularly, whitetics and teacher pick just some parts of
Borderlands..The angrier parts...are often ignored as they seentht@atening and too
confrontational. In some way, | though you coultl ttas selective critical interpretation
a kind of racism.** At the root of the issue in the repertoire is Adaa’s interpretation
of the use of her theories.

In Herrera’s review of the Anzaldla papers, shdéeced on the concept of
B/borderlands. She states, “I thought | understhedconcept of borderlands when | first
read Gloria...I am culturally mestiza, having beermsad in the States by Mexican
immigrant parents, as well as racially mestizayioyie of my Mexican heritage™® Here,
Herrera reflects an identification with AnzaldUasysical Borderlands. She is one of the
very women whose voices Anzaldla hoped to legigmarough her work. Herrera
continues, “But | never really understood what Adaa meant when she wrote that the
fence separating the physical U.S./Mexico bordéhes—me raja, me raja—creating an
‘herida abierta.” It was a psychic wound, to beestout also a physical on&"Herrera
found it difficult to locate the interconnectednesis the physical and metaphorical
boundary that lies at the heart of Anzaldua’s watlhwever, it is this very connection
that allows for a wider interpretation of the métapof the B/borderlands.

The literal definition, Nepantlais a Nahuatl (Aztec language) term connoiimg

betweenor a reference to the spacetbbé middle A number of contemporary scholars,
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writers, poets and artists have elaborated upandbmcept, enhancing and/or adding on
to the Nahua concept™In the interview with Ikes, AnzaldGa mentions avriEok when
discussing new directions aftBorderlands.When asked if her theories of nepantla are
part of a “sequel” tdBorderlands Anzaldla responds, “No, it is not a continuatain
Borderlands It is a completely new book. The title lis Prieta, The Dark Oneand |
deal with the consequences Mépantlaas well as with théa Llorona figure in all its
chapters.*® Although this interview was published in the baéiBorderlandsand is also
available on the Aunt Lute publisher's websiteisipplaced in the repertoire because it
represents a response to the “official” theorytom B/borderlands. It explains Anzaldua’s
reactions to the responses to her work.

Although Anzaldua’s arguments about the centralftimages in her writing and
theory-making are clear in her original official ko the complexities of her theories
seem to get glossed over by scholars and critieshaps her method of arriving at
theories is taken for granted as audiences focletyson the finished products. Maybe
her process appears to be idiosyncratic, as iscdse with each individual scholar.
Regardless of the reason(s) for ignoring her metobodrriving at the vivid metaphors
she provides, it is necessary to document her Walyimking because the source of the
theory is experience. Perhaps understanding howwmman of color uses a creative
process to explain her experiences to wider audgerfboth academic and public) can
help to explain what a theory “from below” entaglisd draw some connections between
theory and experience. Herrera alludes to the itapoe of experience as she discusses

her relationship with the archival collection. S$iates, “I didn’t understand...until |
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stood on the shore of the Rio Grande at Big BentibNal Park, watching the man across
the water selling handcrafted trinkets to touriste> dared cross the rivet”’Herrera’s
experience is important as she relates it to hpemence with the archival collection. In
order for her to understand théhefida abiertd or open wound that Anzaldla
experienced, she had to physically place hersétf that very B/borderland. Herrera
continues:
My brain struggled against the knowledge that actbe water was a different
country from the one | stood in, because it lookedctly the same. | tried to
imagine families being separated because suddkealg tvas an invisible border
blocking them from land they had inhabited togefioercenturies. | finally began
to understand the pain and anger that Anzaldlaneted into creating her best-
known work!®
Herrera’s lesson was simply this: In order to fullyderstand Anzaldua’s theory of the
B/borderlands as a literal and metaphorical boundsite had to experience it herself.
The border is an arbitrary boundary for Anzald(a] @ proved to separate her from her
people and created a “gray area” where she woud ¢p feel alienated from all of the
cultures to which she belonged.
One important way of understanding Anzaldua’s tiesois to learn more about
her thought process. Anzaldia explains her meargesigning theories as creating a
bridge between images and their meaning througlyuige. However, since the
vocabulary available to her is oftentimes limitirgie uses all parts of her identity to

borrow and/or generate terms that give life to theages. Oftentimes, she finds

corresponding indigenous terms that highlight apdrtant facet and creates a theory
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based on that connection. In an interview, Anzaldéa asked how she comes up with
the terms that she uses in her work. AnzaldUasstate
The way that | originate my ideas is the followikgst there has to be something
that is bothering me, something emotional so thatill be upset, angry or
conflicted. Then | start meditating on it, somesnhelo that while | am walking.
Usually | come up with something visual of whatrl feeling. So then | have a
visual that sometimes is like a bridge, sometinkesd person with fifty legs, one
in each world; sometimes la mana izquierda, theHahded world; the rebollino,
etcetera, and | try to put that into words. So Inehthis feeling there is this
image, this visual, and | have to figure out whweg articulation of this image is.
That's how | get into the theory. | start theorigiabout it. But it always comes
from a feeling?’
Therefore, Anzaldla starts with a feeling and usegyes to make sense of her emotion.
The image serves as the connector and demonshrateshe uses feeling to produce
theory. Although the interview is a responseBorderlands her method of theory-
building has become an official text of her archive
The reason(s) for creating the documentary bec@npesformance of Anzaldua’s
method of theory-making. The documentary grew dw teeling that her work needed
to be expanded to Italy. In her lecture after Atiar screening, Zaccaria explained that
she approached Anzald@aout translating her work to Italian. She feltttAazaldda’s
work would resonate with her students who, althonghexperiencing the particularities
of living on the Southwest, have their own experemn with immigration. Zaccaria
explained that although there is not just one g$pewiall, different people were putting
up walls of their own. Issues of immigration anteyhess are prevalent in Italy, but they

take on different forms. Therefore, students woblehefit from identifying with

Anzaldua.



Another example of how Anzaldua crafts theoriesnfrfeelings might resonate
with a larger audience:

For example the feeling of not belonging to anyturel at all, of being an exile in

all the different cultures. You feel like there alkthese gaps, these cracks in the

world. In that case | would draw a crack in the MofThen | start thinking:

“Okay, what does this say about my gender, my réeediscipline of writing, the

U.S. society in general and finally about the thHeole world? And | start seeing

all these cracks, these things that don't fit... Att@wving realized all these cracks,

| start articulating them and | do this particwanh the theory. | have stories

where these women, thepaetas—they are allprietas—actually have access to

other worlds through these cracis.
Anzaldlua’s method starts with a feeling, and intin@oves to an image. Many audiences
are reluctant to embrace the idea that images ¢@mfoge theory, arguing that there is no
way of proving that images can be a way to workudlgh theory. My aim is not to say
that imageslwayscome before theories or that cultural productiomagis occur in this
way. Instead, | am tracing the particular way thaizaldia works. She offers one
understanding of how a woman of color starts fran dwn feelings and experiences to
create imagistic and inclusive theories that redgordominant discourses.

Although Italian students may not have the abiidytake on Olga Herrera’s task
and visit the physical B/borderland that Anzaldesatibes so vividly in her work,
Zaccaria and Basilio's documentary brings her sitgléinto Anzaldta’'s world. When
Altar zooms in on the physical space that AnzaldUa svriieout, they can reflect on
Herrera’'s feelings. They can understand that, asti@hysically, both sides look the
same. Students can reflect on the emotions thatraeged as walls are erected. In doing

so, they can come to think about their own expeesenThe documentary, then, functions

as an altar to Anzaldla, but it also invites Zaecsrstudents to reflect on the
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connections between the literal and psychologi¢hbR&lerlands, the nepantla state, and
images.

One missing link from this piece remains—how the&woentary serves as an
altar or tribute to Anzaldta. Immediately followihgr death, before the Anzaldla papers
were acquired by the Benson Latin American Coltetctibefore these papers would
become a part of the official archive, the CenterMexican American Studies and the
Center for Women’s and Gender Studies at the Usityeof Texas at Austin sponsored a
tribute for Gloria Anzaldia® The purpose of the gathering was to honor her work
through the creation of a physical altar and toehawnversations about her life and
works.

Zaccaria and Basilio’'s documentahitar oscillates between the representation of
the archive and the repertoire. On the one harel,atichive displays the continuing
conversations among scholars, community leaddrstsarand friends. On the other hand,
the documentary, by its very form, has become ditialf part of the Benson Latin
American Collection. As Zaccaria’s students Ad¢gr to reflect on their own status, the
documentary becomes a part of ongoing conversatsopart of the repertoire. Inasmuch
as the documentary has become documented, catdlogné placed in the rare books
collection at the University of Texas at Austinh#s become a part of the official body of
work about Anzaldua.

Anzaldida’s published work claims that she worksugly. The documentary
discusses the ways that her mind works visualhave showrAltar becomes part of the

archive. Archive the Altar becomes an archive, however, the repertof artists,
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students, scholars, and further elaboration antbeaqon of her theories continues to be
housed in Taylor’s repertoire. Zaccaria explains:

In this documentary on Gloria Anzaldua, the effas been to document how her

creative mind worked visually, how she was intezdsn art, and consequently

her influence on women artists. After having gohmuaigh Anzaldlda’s papers

(published and unpublished works, graphic work#lecton of posters, buttons

and t-shirts, etc.) collected at the UniversityTefxas at Austin, | have been able

to map her links with artists, activists and cutwenters and interviewed women
who were inspired by her thinking and poetics...We&ehalso shot artifacts,
photographies, video, painting, murals inspiredtteer artists by her poetics and
theory of la fronterd?

Zaccaria explained that she wanted to create aagessot just a biography. She
wanted to make the audience aware of what Anzaltigm passed onto artists and
activists. Thus, the archives become starting pdmt future discussions and continue to
evolve through performative iterations in the répiee.

Finally, this case study takes up the work that baen done by feminist
rhetorical scholar Lisa Flores within communicatgindies. Flores argues that Chicanas
create spaces of difference and simultaneously eminwith others. Creativity proves
Flores’ theory true. Creative tools continue taused by women of color to build bridges
with other communities. Zaccaria explains that Adda uses the term “picture
language” to explain her theory of language. Anzaldlso states that “words are the
cables to sustain bridge$*"Anzaldta, thus, uses language by creating a viaabto

describe her experiences, but also she uses thal wsedium to create connections with

others. Thus this study will help build bridgestwitther communities.
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As | have shown through my case studies, a persompying the B/borderlands
can speak meaningfully to others unlike herselbuigh the use of images and invitation.
Anzaldla states:

This book, thenBorderland$, speaks of my existence. My preoccupations with

the inner life of the Self, and with the struggletimat Self amidst adversity and

violation; with the confluence of primordial imagegth the unique positionings
consciousness takes at these confluent streamsyiimdny almost instinctive
urge to communicate, to speak, to write about difethe borders, life in the
shadows?’
Anzaldla states that she has an urge to communaradeshe explains that she yearns to
speak and write about her own experiences. She smdetorical choices about which
ideas and images she will communicate with heremd, but also she speaks to larger
narratives of domination and oppression. Thus, thise study and preceding passage
takes what Calafell states about charges of n@nisand proves that personal narratives
have the ability to use rhetoric to speak backamitant discourses.

| have argued that Taylor's terms of the archivel agpertoire show us how
Anzaldua’s official archive can become a living lave that is used by other women
fighting similar battles. | have shown howltar was constructed in response to
preexisting iterations in the archive and repegtoagnd how this documentary has moved
from the repertoire back into the archive. Howewer,a living archiveAltar maintains
the ability to continue to oscillate from the anshiand repertoire forging new
relationships and possibilities for identificatiddopefully with this new understanding

of the interplay between the archive and repertokezaldia’s theories will be

supplemented with the vivid images that led tortheaking.
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In addition to creating extensions of ways that ges led to theories in
Anzaldua’s work rhetoricians may take up my metbhbdhe archive and repertoire and
apply it to other cases. Further investigation $haccur both within and outside of
archival collections. Archives might be one wayexamining how theories come to
fruition, however, scholars may also pair othes s#tofficial and unofficial documents
to examine how they work together. For example garsnreport might be an official
iteration, and blogs or informal presentations mighell represent performative
dimensions in the repertoire. Scholars might lobkl@cumentaries and the experiences
behind the scenes. In other words, my hope is ttrtmethod of the archive and
repertoire might be taken to study archives speadifi and other official and unofficial

texts.

THEORY AND |MAGES

This dissertation has argued for the centralitynzdiges in Anzaldua’s theory of
social change. In this section, | hope to transta@e of my arguments into visuals. |

started the dissertation with an image that orcbmg chapters:
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Repertoire: Responses,

Archive: Anzaldua's Performances, &
Papers Interactions with
Archive
g ™ g ™
Archive: Official Repertoire: Unofficial
| Documents--Birth Performances,
Certificates, Passport, Artwork,
etc. Conversations
. _/ . _/
g ™ g ™
Repertoire: Unofficial s oD
Awards, New
— Performances,

Publications about
Archive, etc.
A / A /

Literature, etc.

Figure 2:  The Archive and the Reperto

The chart explains the organized of this dissematand the way in which the archi
and repertoire work together. However, if | werecteate a visual representation of r
the larger archive connects with the overall repest it would be more ciular—

showing how all parts of the archive and repertaiogk together
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within and accross and/or Short Story

Figure 3:  Visual Representation of Case Stut

Repertoire; People
talkabout
Anzaldia'stheories

Archive: New
research results
fromthe
discussions.

Archive: Zaccaria
collects information
fromthe archive

Repertoira: Repertoire: Zaccaria
Researchers pickup introduces
DVD and have Anzalda's the ories
discussions about it. toherstudents

Archive: Altar
becomes part ofthe
Anzaldaapapers

Figure 4: Visual Representation of Case Stur
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These visual representations above help shapeettts t examined in this
dissertation, but they also show how a processoofak change occurs. The first case
study, exemplified by Figure 3, shows AnzaldUa’'sgess of theory-making. Starting
with the archive and juxtaposing it with the reped leads to theories—the process of
making these theories through the use of images. thkories, then, are part of an
ongoing cycle of connections that are made throtlghse images, and the cycle
continues. This model shows that a theory of sodmnge can be derived from the
combination of a single document when comparedh® personal experiences and
performances that result from the official text.eThnofficial performances start a
process that leads to more theories and perforrsanicsocial change. The second case
study, exemplified by Figure 4, models AnzaldUategess of creating theories. This
image explains the complexities that occur wherotilks begin from the repertoire.
Those performances lead to a series of official andifficial iterations that model the
processes in Figure 3. Again, when taken togetiv@se smaller scale conversations
result in significant movements toward social cleang

This dissertation has examined the Anzaldla papérghe Benson Latin
American collection at the University of Texas atsfin in the hopes of contributing to
discussions about women of color, archives, visyiadind social change. | examined the
Anzaldda’s birth certificate and compared that whk images in her short story “Her
Name Never Got Called,” in order to show the relaghip between official documents

and unofficial performances. Next, | looked at Zacx and Basilio’'s documentaAitar
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to examine how the repertoire also results in doutions to the archive. By looking at
both case studies, | hope to have begun a coni@rsdiout social theories “from below”
and about the centrality of images in the creabibtiheories of women of color.

The case studies focused on archives, and derivatketarical method of the
archive and repertoire. Rhetoricians may contimuexamine other official and unofficial
documents in order to determine the process oftinge#heories. This dissertation has
placed a heavy emphasis on the process of crethi@ogies instead of looking at them as
finished products. | hope this process is usefulsitholars to examine texts and gain
more information when exploring the voices and iega@f border peoples and the
oppressed. This dissertation attempted to breakd@nealdia’s theory of social change,
and in doing so, | hope to have provided an inatato other scholars and rhetoricians to
engage and be attentive to theories of women a@ircbiclusion in academic discussions
is imperative so that other inclusions may also endleir ways into our institutions,

professional organizations, and our classrooms.
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