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SYLLABUS - JCOMM 666, WINTER 2002
COMMUNICATION PERSPECTIVES ON CONTEMPORARY CULTURAL
PRODUCTS: "DECONSTRUCTING" POPULAR AND ELITE CULTURE

|INSTRUCTOR AND OFFICE HOURS |
Dr. Brenda Dervin

Office hours, Thursdays, 9:00 - 10:30 am, 3020 Derby 292-3192

In general: Dr. Dervin attempts to answer all student questions during class hours or
during class breaks. Answers provided in class are always more complete and more
helpful because they benefit from the confusions as well as insights of other students.

|CLASS MEETINGS
Thursdays, 12:30 - to 4:15 pm
Derby Room 80

‘ TABLE OF CONTENTS FOR THIS SYLLABUS
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Written assignment 1:

Cultural life-line interview 12 16

Written assignment 2, 3 (6.,7....9,10,11)

Single cultural product self-interview 19 23

Written assignment 4,5,6,7,8:
Comparing sense-makings -- instructions | 28

Written assignment 9,10,11:

Class media event self-interview 29
Written assignment 12:

Class de-briefing self-interview 30
Weekly topics and reading assignments 31
Grading ticket: oral reports

(sample, copies provided weekly 41
Extra credit instructions 42
Grading sheet (sample) 43
Interview consent form

(sample, copies provided weekly) 44

|CLASS TEXTS |
1. Comm 666, Winter 2002, reading packet available through Cop-ez, 2055 Millikin
Way [located in the Tuttle Park Place Garage]. 488 pages, $37.64. If they do
not have a copy on hand, you can make the purchase and the packet will be
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available within 24 hours of placing your order.

2. Full class reading list. Copy attached in this syllabus. Copy also available in
class packet. All items on class reading list are on 2 hour reserve in Main Library.
In addition all books from which book chapters on reading list were obtained are
also on reserve for students who wish to do further reading.

ISENSE-MAKING READINGS

The approach to both teaching and interviewing in this class is drawn from Dervin’s
Sense-Making Methodology. Graduate students and interested undergraduates will want
access to relevant readings. There is a general web-site:

http:// communication.sbs.ohio-state.edu/sense-making/

which lists Dervin’s writings, provides sample interviews, and so on.

In addition, students in this class who choose the scholarly observation track will be
given an email listing of all private access files available on the Sense-Making web-site.
These include a large number of published articles which can not be made generally
available. Students who wish a copy of the private access list should give their email
addresses to Dr. D. in class. PLEASE DO NOT EMAIL HER.

|HOW TO GET HELP IN THIS CLASS:

Class sessions are organized to provide ample help to students in a community setting.
The reason for this is that Dr. D. has learned from years of teaching that she gives better
help in a class setting where a number of students in class ask questions for clarification.
If you are too shy to ask questions in class, you can write out your questions before class
and give them to Dr. D. as class begins.

If the in-class help is not sufficient, you can:
1. Talk with Dr. D during the class break between track 1 and track 2
2. Stay to the end of the track 2 class and talk with Dr. D then
3. Come to office hours as listed above

There is one requirement for seeking such help. You must have read the syllabus and
instructions and indicate as you ask your questions that you have done so. PLEASE DO
NOT EMAIL DR. D.

|COURSE FOCUS:

To deconstruct means to unravel, to take apart, to find out what is underneath. In this
class we will be deconstructing our own involvements with cultural products -- elite and
popular -- and looking as well at the implications for society of these involvements.
There are two track through this class, a personal analysis track and a scholarly
observation track. Graduate students are required to take the latter track. Undergraduate
may opt for either.

ITEACHING PHILOSOPHY

Dr. D. is a proponent of the teaching perspectives of Dewey, Piaget, and Freire. This
means you are treated insofar as OSU structure allows as an adult and are expected to
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behave as such. You are asked to talk regularly in class; to listen to others respectfully;
and to set most of your own class deadlines and goals.

1. You are asked not to seek permission to or explain any of the following: a) whether
you can go to the bathroom; b) why you missed class last week; ¢) why you will miss
class next week; d) why are you behind in your work.

2. Because class requirements mandate you give frequent oral reports, you are
encouraged to realize your do have something intelligent to say and your experience is
important and instructive for others. We ask that you not make self-deprecating remarks.
If you suffer shyness, consider this an opportunity in a reasonably safe environment to
work on it.

3. Likewise, you are asked to listen to others. If you feel a need to discuss something
with your neighbor instead of listening you are welcome to leave the classroom for that
purpose without explanation. If you don’t, there will be an embarrassing moment when
Dr. D. will ask you to leave.

4. Finally, when you feel you need help you must first show that you have indeed read
the syllabus and you have taken steps to help yourself.

|THE WORK LOAD IN THIS CLASS

There is a lot of work in this class because by its very nature the class goal demands
repeated involvement by students in class projects. Dr. D. is interested in long-term goals
for the student, not short-term grading efficiency. HOWEVER, there are no exams, no
memory required, no parroting of teacher required and the student has a great deal of
choice about when to do things and what to focus on. Students who plug along should
find the course no more demanding than other high involvement courses they have taken.
Students who procrastinate will have more difficulty.

|ITHE TWO CLASS TRACKS

There are two class tracks, one designed primarily for undergraduates; one for graduate
students. Graduate students must use this track. Undergraduate students may opt to do
so if they choose.

The tracks are:

PERSONAL ANALYSIS

In this track the student will focus primarily on self-examination of his/her own
experiences with popular and elite culture using them as a focus for all class activities. In
the personal track, students complete these assignments which are described in more
detail below.

THE PERSONAL TRACK ASSIGNMENTS:

Oral reports in class
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with written work

ORAL REPORTS ON... TOTAL DUE: 12
reading min 3 - max 6
class media events min 3 - max 6
learnings/experiences min 3 - max 6

Oral reports are not graded. They are checked in. Each oral report is an
admissions ticket to the grading of one written assignment. There is no
direct relationship between which kind of oral report gives you admission
to which kind of written assignment for grading.

Written assignments

WRITTEN | WHAT #
ASSIGN # DUE
1 Cultural life-line self-interview 1
2,3 Single cultural product self interview 2
4-8 Comparing "sense-makings" for one cultural product

4 4. popular reactions to this cultural product 1
5 5: journalistic/scholarly reactions to this cultural product | 1
6 6: self-interview for this cultural product 1
7 7: interview of someone else for this cultural product 1
8 8: bringing the pieces together 1
9,10, 11 Class media event self interviews 3
12 Class de-briefing self interview 1

SCHOLARLY OBSERVATION

In this track the student will focus in some way on the scholarly and formal study of
audience reception/sense-making of elite and popular cultural products. The student may
choose from one of these options:

1. participate in class as a participant observer and write up the results in formal
ethnographic style connecting the analysis with a pertinent literature of the
student’s own choosing (e.g. art education, arts policy, pedagogy, qualitative
methodology, interviewing, audience reception analysis, citizen participation)

2. participate in class while using it as a vehicle for intensively learning about
Sense-Making Methodology and its interviewing approach doing interviews
with self and with others.

For this track, each student needs to submit to Dr. D. by week 3 a 1 page proposal of how
he/she plans to use the class. Necessarily, an important part of the scholarly observation
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track is to complete at least some of the assignments of the personal observation track.
At a minimum it is suggested these include:

1 cultural life-line interview with self

2 cultural products/events interviews with self

2 media event interviews with self

IGRADING IN THIS COURSE |
Undergraduate students who do all of the assigned work in this class following
instructions and with reasonable effort are assured of getting a C- or better grade. To get
a grade better than a C students must do exceptional quality work and they must apply
readings in their assignment commentaries in appropriate and useful ways. See the
instructions for individual assignments for more information. Further, students wishing
higher grades need to show clearly that they have done more than the minimum in the
quality of their thought.

FOR THOSE CHOOSING THE PERSONAL ANALYSIS TRACK: HOW
LONG SHOULD THE WRITTEN REPORTS BE? Itis impossible to provide
an answer to this question in any absolute way because these assignments are
highly individualized. . In the past, these have been the usual minimums for
those judged as doing C- or better work.

Assign | Nature assignment Usual minimums
#

1 Cultural life-line self-interview 3-5 pgs

2,3 Single cultural product self-interview 3-4 pages @

4 comparing: popular reactions 3-4 pages + copies
5 comparing: journalistic/scholarly reactions | 3-4 pages + copies
6 comparing: self-interview 3-4 pages

7 comparing: other interview 3-4 pages

8 comparing: bringing the pieces together 4-5 pages

9,10,11 | Class media event self-interview 2-3 pages @

12 Class de-briefing self-interview 5-10 pages

Students are cautioned not to use these as absolutes. The goal is to do a thorough
and deep analysis, and to show visible growth as the term progresses.

IGRADING STRUCTURE

The university standard is that an undergraduate student who wishes to earn an A should devote
3 hours a week of his/her attention for each credit hour earned. For a 5 credit hour class, that's
15 hours per week x 11 weeks = 165 hours. The time estimates for the assignments in this class
as listed are for most students wildly generous. Reading time is apportioned to each individual
writing assignment for those students seeking to apply reading in their assignments and thus
work for a grade higher than a C.
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Grading component # due | % of grade est hours
class attendance -- -- 44 in class
oral reports in class 12 grading tickets| --

1: Cultural life-line self-interview 1 10% 12

2, 3: Single cultural product self-interview 2 10% 12 (6 each)
4: Comparing - popular reactions 1 10% 12

5: Comparing - journalistic/scholarly reactions 1 10% 12

6: Comparing - self-interview 1 10% 12

7: Comparing - interview of someone else 1 10% 12

8: Comparing - bringing pieces together 1 10% 12

9,10,11: Class media event self-interviews 3 10% 15 (5 each)
12: Class de-briefing self-interview 1 20% 20
TOTAL 163

A grading structure is not presented for those pursuing the scholarly observation track. These
students are expected to pursue this class as graduate students — self starting and defining, and
expecting to work.

IGRADING CRITERIA

For all assignments:
*following instructions
*including all components
*tidy, organized presentation following mandated format
*spelling, grammar acceptable
*conscientious and thorough execution
*being thoughtful, digging deep
*being dialogic rather than argumentative
*applying class concepts

For undergraduates seeking grades higher than C
*application of reading, appropriately and usefully
*proper citation following some agreed upon style (e.g. APA)
*proper listing of complete reference following some agreed upon style

For those in scholarly observation track:
*careful and clear description of project and purpose
*careful explication of perspective, approach, method
*careful anchoring and justification in relevant literatures
*logical and systematic extraction of evidence, where appropriate
*self-starting, responsible
*scholarly approach: focusing on the goals as well as the means

|BASIC RULES AND DEADLINES:
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1. PRESENTATION OF WORK: All papers must be * typed on 81/2 x 11 paper

* one side only * with name and date handed in upper right hand corner. * with no cover
page nor any covering folder/binder/etc. Papers are not handed back because instructor grades
in part comparatively using your prior work as the comparison point. SO KEEP A COPY OF
EVERY PAPER YOU HAND IN. You will get feedback sheets.

2. IDENTIFYING EACH ASSIGNMENT HANDED IN: In the upper right hand corner of the
assignment under your name type in the WRITTEN ASSIGNMENT #, e.g.

Brenda Dervin

January 14, 2002

Written assignment #5

3. REFERENCES: When referring to readings in papers, students must use an accepted form of
footnoting, citing & listing references, even for class readings.

4. WHERE TO HAND IN WORK: Work can be handed in IN CLASS ONLY -- before, during,
or after class ONLY, except during the designated times at the end of the term when papers may
be placed in the locked grade box -- DR. D'S JUNGLE BOX -- outside Dervin's office (3020
Derby). See #5 below for these deadlines.

5. CLASS ATTENDANCE is not taken and there are no due dates except the final due date on
papers [see #5 below for due dates]. However, oral reports are required for student papers to be
eligible to be graded. Students who are absent because of illness, official OSU business, or
family emergencies may give the instructor a copy of some proof of the reason for their absence
so that circumstances can be taken into account. No other reasons for absence will be honored or
discussed. Students who come to class late or leave early are asked not to explain themselves.
We all have things we must do and we weigh the demands made on us. Of course, the instructor
will provide additional assistance to students who have been absent BUT only if those absences
have met the requirements above.

6. PAPER RE-DOS: Any student may re-do their written assignments as many times as they
wish to raise their grade. The constraint on this is assignments can be handed in in class only,
and feedback will be given in class only on the following week. It thus takes a two-week
turnaround period before the student has the information for re-writing. For example:

If a student hands in a paper on January 17

Dr. D hands back feedback sheet on January 24

Student could hand a revision in on January 31

7. PAPER DUE DATES:

ORAL REPORTS: 1 required for each formal written paper the student wants graded.
Maximum 12, one per written paper. Oral report “grading tickets” are due in class the
day of presentation. They will not be accepted at any other time. Times for giving oral
reports will generally be during the first half of class. They will vary during that time
period. Students arriving too late do not get a special time to present that day.
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First oral report can be presented: Thursday, 1/17
Last oral reports for graduating students: Thursday, 3/7
Last oral reports for all others: Thursday, 3/14

WRITTEN ASSIGNMENTS: There are no prescribed due dates other than these:
First written assignment can be handed in: Thursday, 1/17

Last written assignment for graduating students: Thursdays, 3/7 in class or by 5
pm., Monday, 3/11 in Dr. D's jungle box at 3020 Derby

Last written assignment for other students: Thursday, 3/14 in class or by 5 pm,
Monday, 3/18 in Dr. D's jungle box at 3020 Derby

8. GETTING EARLY INFORMATION ON GRADES: Students who wish information on their
class grades prior to the official posting of these grades in the mail must give the instructor a
SASE for this purpose. The instructor can not provide this information by phone or during office
hours or by email.

9. THE USE OF EMAIL: Students are to communicate with the instructors in class and during
office hours. Appointments can be made and are recommended given the demands on time.

The ground rules are simple: you are expected to have done some spade work. If you have, Dr.
D. will be willing to help. Students are NOT to use email as a means of communicating.
Because of regular email overload, Dr. D. simply can not process Email queries fast enough to
make this mode of communication effective.

10. CALLING BY PHONE: Because Dr. D's schedule is tight one good time to reach her so as
to make an appointment is during her office hours at 292-3192. Or, appointments can be made
during class breaks and before and after class. Please do not Dr. D. at home, ever.
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|ORAL REPORTS

ORAL REPORTS (GENERAL REQUIREMENTS)
As indicated above, the syllabus requires 12 oral reports from students pursuing the
personal analysis track.

An oral report will last for about one minute, and be given either to the class as a whole
or in small groups. When given to the class as a whole they are timed to make sure
everyone has equal access to time.

Each oral report counts as one “grading ticket” — i.e. makes the student eligible for the
grading of one formal written paper. The relationship between grading tickets and
eligibility to be graded on formal written work is chronological not content-bound. For
example if a student’s first oral report is on a class media event but his/her first written
assignment handed in is a life-line interview, the first oral report provides eligibilility for
grading the life-line interview even though they do not focus on the same class activity.

Oral reports are not graded. They are checked in. To be counted, on the day in which
you give one or more oral reports in class you must hand in one or more GRADING
TICKET FORMS, one for each oral report. A copy of the oral report form is provided in
this syllabus (see table of contents)

NO MORE THAN 3 oral reports can be given on one day.
Instructions for each of the different kinds of oral reports follow below.

ORAL REPORTS ON READING

Oral reports on reading involve talking for about one minute on your reactions to the
readings assigned for each week in which you choose to offer such a report. Oral
reading reports may be presented only on readings which are the focus of a given week's
discussions (see reading list with dates).

Reading in this class has a large amount of individual student freedom attached to it.
Each week has a number of different readings listed. Those items marked with a + on the
reading list are in the class packet. All readings are also on 2-hour reserve in Main
Library. Students must read two or more readings for a given reading report. As
indicated above, students who wish to get better than a C in the class are required to
apply reading in their formal written assignments as mandated in the instructions for each
assignment.

Requirements to give a reading oral report are as follows:

e 3 are required, 6 are maximum allowed toward the total count of 12 oral
reports
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e Each oral report counts as one “admission ticket” for grading one formal
written assignment.

* A reading oral report should in the small time allowed draw on your answers
to these guiding questions:

a) What aspect(s) of the readings most interested or challenged you this
week?

b) Did the readings provide you with any new learnings or insights?
What?

¢) How do your reactions/learnings relate to your life and experience?
d) How do they relate to your view of yourself?

e) How do they relate to your view of society?

* An oral reading report requires you illustrate your comments with one
quoteable quote and indicate the page # in the article/book where you found
the quote, referring at least to the page # on the source # and, if possible, also
to the packet page #.

* In order to get credit for your oral reading report you need to fill in one of the
“grading ticket” forms. A sample is shown in this syllabus (see table of
contents)

The class reading list is included in this syllabus (see table of contents). It also is included
in the first pages of the class packet.

ORAL REPORTS ON IN-CLASS MEDIA EVENTS

Each week in class we will watch and/or listen to one or more “media events” — i.e. to an
elite or popular cultural product; or to an analysis of elite/popular cultural products. The
schedule for these this term is as follows:

Wk | Date | Focus Media event 1 Media event 2
#
all all performing arts | Dr D reads
poetry of
Zbigniew
Herbert
2 1/17 | high versus low | Ways of seeing: | Tough guise:
advertising vs Violence, the
classical media, and the
painting (30") crisis in
masculinity
(57"
3 1/24 | advertising Sampling of TV | Killing us
ads softly #3 (34")
4 1/31 | societal Sampling from | Ethnic notions:
spectacles, Victoria Secret | Black people in
jokes fashion show white minds
(57"
5 2/7 | visual arts 40 Van Gogh Sampling from
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slides Chihuly: River
of Glass
6 2/14 | news, talk, info | Sampling of "What I've
talk show(s) learned about
US foreign
policy"
7 2/21 | dance, theater, | Sampling from | Sampling from
classical music | Baryshnikov La Traviata &
& Alvin Ailey | from Canon in
D
8 2/28 | mtv & pop Sampling of Dreamworlds 2
music music videos & | (56")
sampling of
Sweet Honey in
the Rock
9 3/7 | popular fiction | Scene from bell hooks:
Meet the cultural
Parents criticism and
transformation
(60")
10 3/14 | bodies, The celluloid Wild wheels
sexualties, lives | closet: History | (64")
of Hollywood's
treatment of
homosexuality
(110"

Requirements to give a class media event oral report are as follows:

3 are required, 6 are maximum allowed toward the total count of 12 oral
reports
Each oral report counts as one “admission ticket” for grading one formal
written assignment.
Each media event will be followed by a "quiet time" when students can write
comments on their "admission ticket" oral report forms. These brief
comments should draw on student's answers to these questions:

a) What are your immediate reactions/thoughts about this media event?

What was challenging? illuminating? pleasurable? hindering?

b) How do these reactions/thoughts relate to your life and experience?

c) How do they relate to your view of yourself?

d) How do they relate to your view of society?\
If the oral reaction round is with the class as a whole the student crystallizes in
one or two sentences his/her immediate reactions/thoughts about the cultural
product. If the reaction round is in a small group the oral report can be more
extensive.
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* In order to get credit for your oral class media event report you must fill in
one of the “grading ticket” forms and hand it in the day of the event in class.

e NOTE: STUDENTS ARE ALSO REQUIRED TO DO SELF-INTERVIEWS
ON 3 IN CLASS MEDIA EVENTS. These do not need to be the same ones
for which the student did oral reports.

ORAL REPORTS ON LEARNING FROM & EXPERIENCES WITH WRITTEN
WORK

Oral reports on each student’s individual work on the class' written assignments may be
presented either to the class as a whole, or in small groups. Requirements for these oral
reports are as follows:

e 3 are required, 6 are maximum allowed toward the total count of 12 oral
reports
e FEach oral report counts as one “admission ticket” for grading one formal
written assignment.
e A written assignment need not be completed or handed in to form the basis of
an oral report. A student may report on "work in progress."
* Each oral report on learning from & experiences with written work should be
drawn from the student’s answers to these questions:
a) What assignment are you focusing on in this report
* cultural life-line self-interview
* single cultural product self-interview
* comparising sense-makings for one cultural product
* class media event self-interview
* class de-briefing
b) What conclusions, insights did you come to about popular/elite culture
and their impacts on you, life, society?
c) How do these relate to your life and experience?
d) How do these relate to your view of yourself?
¢) How do these relate to your view of society?
f) What barriers, confusions have you faced in doing this assignment?
* In order to get credit for your oral reading report you must fill in one of the
“grading ticket” forms and hand it in in class on the day the oral report is
given.

ASSIGNMENT #1:
CULTURAL LIFE-LINE INTERVIEW: THE INSTRUMENT

REMEMBER WHEN TURNING IN YOUR INTERVIEW

MAKE SURE...
*You have removed all personal identifiers of any kind, putting the replacement
words in brackets to indicate they were not words interviewee used, e.g.

Instead of saying... Replaced with....

Columbus, Ohio [a large city in midwest]
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Ohio State University [a large midwestern state university]
A farm in southern Ohio [a rural area in the Midwest]
President of Concord Co. president of a small printing plant

CHECK TO BE SURE YOU STAPLED ALL THE FOLLOWING
TOGETHER:

1. The interview (on top)

2. The commentary

3. The signed interview permission form (see sample in syllabus)

SECTION 1: CULTURAL PRODUCTS/EVENTS LIFE-LINE

Following the format below, think back over your life and attach to your life-line your
recollection of popular and elite cultural products or events which in some way were
significant at that time in your life.

DEFINITIONS TO HELP WITH YOUR TASK:

What is an elite versus popular cultural product/event? The division between
elite and popular cultural products/events is subject in part to each person’s
interpretation, and to the specific moments in time when the judgments are being
made. Jazz was once widely considered pop culture but now some folks consider
it elite. Opera was once very much a pop cultural event but now most folks
consider it elite. You need to make your own determination. When thinking
about products and events be sure to consider:

*concerts, records, tapes, cds

*paintings, sculptures, exhibits

*dance performances, recitals

*plays, theaterical performances

*books, magazines, web sites, television, radio, movies, live performances
*single products/events or a series which are connected in your mind

*your own involvement in arts, crafts, band, orchestra, theater, etc .

What does significant in my life mean? Again, you must judge for yourself.
Significant can be good and/or bad in some way — because something pleased or
supported or informed or helped you somehow....or because it intruded on you,
misinformed you, disturbed you, or hurt you in some way. You can include any
cultural products which made a difference to you -- books you were read as a
child, and so on.

FORMAT FOR DISPLAYING LIFE-LINE with example of display:

Each cultural product/event needs to be attached to a specific chronological age. For
remembering purposes you could start with age, calendar year, or even grade in school
and then translate it into calendar age for reporting.

If a cultural product/event applies to a period of time (i.e. a number of years), put it down
for roughly the first time at which it was “significant” to you. Notice, too, that ....
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Each product/event is given a unique number combining the age at which you
listed it and then a numbering indicating whether it was the first one listed for
that age, or second, and so on.

Each product/event is also evaluated in terms of its positive versus negative
impacts then (as you recall feeling then) versus now (as you evaluate it from
this vantage point).

IMPACT............
AGE CULTURAL PRODUCTS/EVENTS THEN NOW
7.1 Radio show — Shadow + + -
7.2 Radio show — Stella Dallas + - -
7.3 Classical music on radio + +
7.4  Play — Arsenic and Old Lace + +
8.1 Books — Nancy Drew series - -
8.2  Ballet + - + -
9.1 Figure ice skating performance + - + -

etc. through entire life-line

SECTION 2: TRIANGULATING EACH CULTURAL PRODUCT/EVENT

Each cultural product/event is then triangulated using the series of questions below.

Thinking back to that time and how you felt, reacted,were at the time of your first
exposure to this cultural product/event:

a.

b.
c.

IMPACT: What was the impact (role, importance, significance) of this
cultural product/event in your life at that time?

HELP: Did it help you (inform, please, facilitate you) in any way? How?
HINDER: Did it hinder you (disturb, intrude, displease you) in any way?
How?

SELF THEN: What would you say its connection was to how you thought
about yourself at that time?

SOCIETY THEN: What would you say its connection was to how you
thought about society at that time?

CONCLUSIONS, IDEAS THEN: Did the cultural product/event lead you to
any conclusions, or ideas at that time? What?

EMOTIONS, FEELINGS: Did it lead you to any feelings, emotions? What?
QUESTIONS, CONFUSIONS: How about questions, confusions? What?
CHARACTERISTICS OF PRODUCT/EVENT: Thinking back, what were
the particular characteristics of the product/event that stood out for you?
TIME RANGE: Until what age would you say this product/event continued
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to play a “significant” role for you?

k. CHANGES: Looking at your answers above how would you say they would
change if you were answering from your vantage point today instead of when
you first experienced this cultural product/event?

1. ON THIS SCALE, would you label this cultural product/event as

elite : 1 2 3 : 4 = 5 : 6 : 7 :popular

y. EXPLANATION: what is it about the cultural product/event that leads you to
evaluate it on the scale as you did above?

TEMPLATE FOR REPORTING TRIANGULATION RESULTS:

a.

b
C.
d
€
f.
g.
h
1.
i
k
L
m.

IMPACT:

. HELP:

HINDER:

SELF:

SOCIETY:
CONCLUSIONS/IDEAS:
EMOTIONS/FEELINGS:

. QUESTIONS/CONFUSIONS:

CHARACTERISTICS:
TIME RANGE:

. CHANGES:

SCALE:
EXPLANATION

SECTION 3: WHO WAS INTERVIEWED & THEIR LOCATION IN TIME-
SPACE

DESCRIBE PERSON BEING INTERVIEWED IN TERMS OF:

S ER MO A0 o

~

SELF OR OTHER: Was interviewee self or someone else?

IF OTHER: Relationship to self?

WHERE RESIDE: In what residential zip code interviewee resides?

YEARS EDUCATION: How many years education?

ETHNIC HERITAGE: How interviewee describes own ethnic heritage?

YEAR BORN: In what year was interviewee born?

GENDER: Male or Female

MARITAL STATUS: married, divorced, separated, single

HAVE CHILDREN: no, or yes (if yes, how many?)

KIND OF JOB: What kind of job does interviewee have? Working at what kind
of place? (e.g. secretary for a small printing plant)

KIND OF JOB(S) PARENTS HAD WHILE GROWING UP: What kind of jobs
did he/she/they have? Working at what kind of places?

TEMPLATE FOR REPORTING RESULTS:

a.
b.

SELF OR OTHER:
If OTHER:
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WHERE RESIDE:

YEARS EDUCATION:

ETHNIC HERITAGE:

YEAR BORN:

GENDER:

MARITAL STATUS:

CHILDREN:

WORKS AT:

PARENTS WORK DURING CHILDHOOD:

AT PG O Ao

SECTION 4: CONCLUDING COMMENTARY

4a) As a result of doing this interview, what thoughts and conclusions did you come to
regarding the roles and impacts of popular and/or elite culture on yourself, others,
society?

4b) What questions/confusions were introduced or reaffirmed?

4c) Has your understanding changed in any way? How? What accounts for the change?

FOR THOSE WHO WANT TO TRY FOR A GRADE HIGHER THAN A C:
4d) How do you see class readings as being relevant to this interview, and/or helping you

to think about it? [Be sure to use a standardized citation & reference system of some
kind].

STAPLED INTERVIEW PERMISSION FORM TO END OF ASSIGNMENT.

ASSIGNMENT #1:

CULTURAL LIFE-LINE INTERVIEW:

EXAMPLE OF A PARTIAL INTERVIEW SHOWING FORMAT FOR
PRESENTATION

SECTION 1: CULTURAL PRODUCTS/EVENTS LIFE-LINE

AGE CULTURAL PRODUCTS/EVENTS THEN NOW
7.1 Radio show — Shadow + +-
7.2 Radio show — Stella Dallas +- -
7.3 Classical music on radio + +
7.4  Play — Arsenic and Old Lace + +

8.1 Books — Nancy Drew series - -
8.2 Ballet: Swan Lake + - + -

9.1 Figure ice skating performance + - + -
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etc. through entire life-line

SECTION 2: TRIANGULATING EACH CULTURAL PRODUCT/EVENT

7.1 Radio show — Shadow

a.

o~

.

IMPACT: I was just adopted and suddenly contracted every childhood disease
possible. I was in bed for six months and mostly my new “mother” was busy with her
social things and with my strangely absent adopted brother whom I never got to meet
for one year, and my new father worked all the time so I listened to radio all day.
HELP: Iloved the program. It captured my attention, transported me to a world
away from the very scary present with all these new strange demands. It led me to
love being read to.

HINDER: No hindrances at that time.

SELF: None really, except knowing that I was different from this new family
because I loved going inside myself and being transported by the show while my new
“family” seemed unaware of this possibility.

SOCIETY: None really. I knew it was fantasy. Don’t know how but I did.
CONCLUSIONS/IDEAS: My new family was strange. They did not seem to like
things going on inside you. But for me that was almost all there was.
EMOTIONS/FEELINGS: Loving how wise the Shadow was. Feeling relaxed by his
voice. Feeling not alone.

QUESTIONS/CONFUSIONS: Why weren’t my new parents interested? Was my
new father actually interested but pretending not to be because of my new mother?
CHARACTERISTICS: How calm it was, how enveloping it was.

TIME-RANGE: All my life, even to this day.

CHANGES: Now I see more hindrances because this show in particular gave me a
sense of noble, caring human contact. It wasn’t real, of course. But it satisfied me.
And it kept real adults out, or unnecessary. Or, perhaps, made it impossible for them
to measure up.

SCALE: 7

EXPLANATION: There was never anything deep or profound about the show or
what happened on it; it was clearly mass marketed; it professed certain good values
(honesty, caring for others) and certain trite ones (the flag, the American way) but
never focused really on human struggle or achievement or redemption.

7.2. - Popular culture - Radio show — Stella Dallas

a.

b.
c.

IMPACT: I think it also appealed to my interest in figuring out what made people
tick — an obsession I already had from my orphanage days.

HELP: same as for 7.1.

HINDER: Musing about it, I begin to think that maybe the presence of all these
“fantasy” outlets may have provided me with a safe haven. Maybe if they had not
existed I would have reached out more to the adults around me. On the other hand, I
didn’t when I was in the orphanage and there was no radio there.

SELF: I expect this obsession of mine to figure people out became even more



.
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intense. The characters in Stella Dallas were always trying to figure each other out.
SOCIETY: In retrospect, of course, all these radio shows presented a very traditional
view of women and their roles in society.

CONCLUSIONS/IDEAS: Unlike The Shadow, this show was more like real life
filled with tormented people who made bad mistakes. I concluded that people were
mostly like this, mostly quite confusing.

EMOTIONS/FEELINGS: This show captured me but in many ways made me angry.
People in this show forgave the most dastardly deeds. I never understood.
QUESTIONS/CONFUSIONS: Why do people expect so little of each other? Why
do they resort to simple answers?

CHARACTERISTICS: The soap opera characteristics — continuing characters
involved in continuing dilemmas of lived experience.

TIME-RANGE: Mostly just then. I grew to hate the “soap opera” format as my
search for “figuring folks out” got more complex. The analyses seemed so shallow,
and so blame-the-victim oriented. They always seemed to talk about personality as
causes and not circumstances, economics, society as causes. I did not like that. 1 was
being blamed right then for being all sorts of bad things because I would not talk, and
would not let folks touch me. But no one asked “why” — what happened to her.
CHANGES: Explained above.

SCALE: 7

EXPLANATION: Sheer fantasy soap opera stuff, always simple answers, much
angst.

7.3 Classical music on radio

a.

e

—

IMPACT: I do not even know what the name of the piece was or who the composer
was but [ remember being transfixed. It was so beautiful and it made me feel like
there was peace and beauty in an otherwise very scary place.

HELP: As I said above.

HINDER: None

SELF: I think it was the start of my feeling apart from my adopted family. I liked
classical music instinctively, they didn’t except as something to show off with. I read
books, all kinds of books. They used books to show off but didn’t read them.
Classical music became the anchor of my feeling different yet strangely not alone.
SOCIETY: None at that time, but now I know most composers are like me —
different, nerds, apart, strange. Society capitalizes on creativity but punishes it.
CONCLUSIONS/IDEAS: At that time none, other than being drawn into the beauty
of it.

EMOTIONS/FEELINGS: Peace, calm, safety.

QUESTIONS/CONFUSIONS: None, except deep down a confusion about why my
new family did not feel drawn to this exquisite music.

CHARACTERISTICS: I wish I could put this in words. The music just captures my
body, soul, heart, mind.

TIME RANGE: Classical music in general became more and more important to me
as I grew older up to present day.

CHANGES: More impact, more important.

SCALE: 3
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m. EXPLANATION: I say 3 because I know the first piece I heard was one of the more
popular classical music pieces like the kind that get taken up by movies and
advertisers. It still, however, in my mind is clearly identified with the classical type.

etc. for each of the cultural products/events named on the Life-Line

SECTION 3: WHO WAS INTERVIEWED & THEIR LOCATION IN TIME-
SPACE

a. SELF OR OTHER: Interview of self

b. If OTHER:

WHERE RESIDE: Resides in zip code 43220

. YEARS EDUCATION: 23, has PhD

ETHNIC HERITAGE: Italian-Irish-English

YEAR BORN: Born 1938

. GENDER: Female

. MARITAL STATUS: Married, widowed

i. CHILDREN: none

J. WORKS AT: professor at large Midwestern university

k. PARENTS WORK DURING CHILDHOOD: Father was salesman-distributor for a
motion picture company, east coast region; Mother a remedial reading teacher in the
public schools.

50 o oo

SECTION 4: CONCLUDING COMMENTARY
4a) answer....

4b) answer....
4c) answer....
4d) answer....

4e) answer...

STAPLED INTERVIEW PERMISSION FORM TO END OF ASSIGNMENT.

ASSIGNMENT #2,3......6,7.....9,10,11:
SINGLE CULTURAL PRODUCT INTERVIEW: THE INSTRUMENT

For assignments 2 and 3, each student is asked to do 2 self-interviews about their
involvements with cultural products/events, and to then conclude the interview with a
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commentary as mandated below.

The same interviewing format and procedures are to be used for assignment #6, and 7
(see general instructions later in the syllabus)....and for assignment #9,
10, and 11 (see iinstructions later in the syllabus).

For assignments 2, and 3, each interview is to be about a single cultural product/event
(e.g., a painting, a song, a movie, a comic book, a fiction book, a TV show, a play, a
poem) or a grouping (e.g. a TV series, the songs of an artist, a series of books, a concert)
that played a significant role (positively and/or negatively) in the student's life. If at all
possible, one of the interviews is to focus on an elite cultural product/event; the other on
a popular cultural product/event.

While it can sometimes be difficult to differentiate elite versus popular cultural
products/events, for these interviews the student needs to. Thus, on the scale used in the
Life-Line Interview

elite : 1 2 = 3 : 4 = 5 : 6 : 7 :popular
for the elite interviews, the selected product/event should be a 1, 2, or 3 in the student’s
mind; for the popular interviews, the selected product/event should be a 5,6, or 7.

Each student is to:

* select for each of the two interviews a cultural product which is some way
stands out as important to or impacting their lives during each of the time
periods.

* define elite and popular culture in their own terms

Many students in the past have reported that they have a dearth of elite cultural
products/events in their lives. We hope you can find exposures that were meaningful to
you in some way. If you have none, here are some ideas for completing the elite cultural
product/event interview:
* You could pursue an exposure in Columbus during this term — to a concert,
play, museum, or so on. The Wexner Center is close by. The Columbus Art
Museum isn’t far. The Music Department has regular concerts.
* You could use your first memory of elite culture, or a class trip to a museum,
etc.

Also, REMEMBER TO INCLUDE the possibility of using your own involvements in
pop and elite culture, for example, if you

e played an instrument, took lessons, were in orchestra or band

* sang in a choir, glee club

* wrote poetry

e acted or served in a theater

e drew, painted, sculpt

* took up dancing in a serious way (e.g. ballet, line dancing, square dancing)

* pursued arts and crafts of any kind (e.g.woodworking, quilting, tole painting,

etc.)
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The interview instrument follows below.

SECTION 1: SELECTION OF CULTURAL PRODUCT/EVENT
1. NAME OF CULTURAL PRODUCT/EVENT: What specific cultural product/event
was this?

2. SCALE: would you label this cultural product/event as
elite : 1 2 3 : 4 = 5 : 6 : 7 :popular

3. EXPLANATION: What is it about the cultural product/event that leads you to
evaluate it on the scale as you did above?

4. CONDITIONS OF EXPOSURE - LEADING UP: Thinking back to when you were
exposed to this cultural product/event, describe the conditions that led to your exposure.

5. CONDITIONS OF EXPOSURE - DURING: Describe as well conditions that stand
out in your mind during the exposure.

6. DESCRIPTION OF CULTURAL PRODUCT/EVENT: Describe the cultural product
as if you were answering a question from a friend who asked “what’s it about?” or
“what’s it like?”

TEMPLATE FOR REPORTING RESULTS:

1. NAME OF CULTURAL PRODUCT/EVENT:

2. SCALE:

3. EXPLANATION:

4. CONDITIONS OF EXPOSURE-LEADING UP TO:

5. CONDITIONS OF EXPOSURE-DURING:

6. DESCRIPTION OF CULTURAL PRODUCT/EVENT:

SECTION 2: SENSE-MAKING ELEMENTS

DID BEING EXPOSED TO THIS CULTURAL PRODUCT/EVENT LEAD YOU TO...
Each of the items below could lead to more than one answer. Some will lead to none. List
these separately as, for example, 7.1. 7.2., etc. Each of the different answers to items #7
to #14 is called a Sense-Making element.

7. QUESTIONS, CONFUSIONS, MUDDLES:
What were these?

7.1

7.2

etc.

8. EMOTIONS, FEELINGS:
What were these?
8.1
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8.2
etc.

9. CONCLUSIONS, IDEAS, THOUGHTS:
What were these?

9.1

9.2

etc.

10. FEELINGS OF BEING HURT, HINDERED, OR OFFENDED:
What were these?

10.1

10.2

etc.

11. FEELINGS OF BEING HELPED OR FACILITATED:
What were these?

11.1

11.2

etc.

12. SEEING NEGATIVE OUTCOMES:
What were these?

12.1

12.2

etc.

13. SEEING POSITIVE OUTCOMES:
What were these?

13.1

13.2

etc.

14. THOUGHTS ABOUT HOW THIS CULTURAL PRODUCT RELATES TO
SOCIETY AND POWER STRUCTURES?

What were these?

14.1

14.2

etc.

15. CHANGES IN HOW SEE THIS CULTURAL PRODUCT/EVENT OVER TIME?
What were these?

15.1

15.2

etc.
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TEMPLATE FOR REPORTING RESULTS:
As shown above, but the # of elements in items 7 through 15 can vary from none to any
number depending on the interviewee.

SECTION 3: TRIANGULATING ELEMENTS

Each separate element listed above is to be “triangulated” (as discussed in class) by
answering the following questions about it. THERE WILL BE REDUNDANCIES
HERE and part of the skill in learning to use the Sense-Making interview approach is to
both understand the necessity of the redundancy, and at the same time to learn how to
manage it without imposing on the interviewee and without loosing its communicative
value. In typing up the interview (or its transcription from audio tape), when something
is repetitive, you can simply note in the space that the answer was offered earlier (e.g.
“explained in item __ above)

THE TRIANGULATION QUESTIONS:

a. CONNECT TO LIFE: How did the element connect to your life? Your past
experiences?

b. HELPFUL/USEFUL: Was it [the element] helpful or useful in some way? How?

c. HURTFUL/HINDERING/NOT USEFUL: Was it [the element] hurtful or hindering
in any way? How?

d. RESOLVED, ANSWERED: Was it [the element] ever resolved/lessened/answered?
How?

e. CONNECT TO SOCIETY, POWER STRUCTURES: How did it [the element]
connect to society and its power structures?

f. ASPECTS OF CULTURAL PRODUCT THAT RELATE: What specific aspects of
the cultural product relate to this Sense-Making element (question, confusion, muddle)
and its triangulation?

g. CONNECT TO VIEW SELF: How do your answers for a-f above connect to your
view(s) of yourself?

TEMPLATE FOR REPORTING TRIANGULATION OF ELEMENTS:
CONNECT TO LIFE:

HELPFUL/USEFUL:

HURTFUL/HINDERING/NOT USEFUL:

RESOLVED, ANSWERED:

CONNECT TO SOCIETY, POWER STRUCTURES:

ASPECTS OF CULTURAL PRODUCT THAT RELATE:
CONNECT TO VIEW SELF:

Qo e o

SECTION 4: CONCLUDING COMMENTARY

4a) As a result of doing this interview, what thoughts and conclusions did you come to
regarding the roles and impacts of popular and/or elite culture on yourself, others,
society?

4b) What questions/confusions were introduced or reaffirmed?
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4c) Has your understanding changed in any way? How? What accounts for the change?

FOR THOSE WHO WANT TO TRY FOR A GRADE HIGHER THAN A C:
4d) How do you see class readings as being relevant to this interview, or helping you to
think about it? [Be sure to use a standardized citation & reference system of some kind].

STAPLE INTERVIEW PERMISSION FORM TO END OF ASSIGNMENT

ASSIGNMENT #2,3......6,7.....9,10,11:
SINGLE CULTURAL PRODUCT INTERVIEW:
EXAMPLE OF A PARTIAL INTERVIEW SHOWING FORMAT

SECTION 1: SELECTION OF CULTURAL PRODUCT/EVENT
1. NAME OF CULTURAL PRODUCT/EVENT: Radio Show — The Shadow
2. SCALE: 7

3. EXPLANATION: There was never anything deep or profound about the show or what
happened on it; it was clearly mass marketed; it professed certain good values (honesty,
caring for others) and certain trite ones (the flag, the American way) but never focused
really on human struggle or achievement or redemption or deep things, things beneath the
surface.

4. CONDITIONS OF EXPOSURE - LEADING UP: When I was first adopted, I was
very sick and since my mother was a social gadfly and my father worked, I spent the day
listening to the radio. This was my favorite show.

5. CONDITIONS OF EXPOSURE - DURING: I was usually alone and enraptured,
glued to the radio, and blissfully happy for I loved the sound effects, the soothing voice
of the lead character, the fact that I felt not alone for that brief period of time. I
especially liked the show because it gave me something to focus on other than the strange
presence of a supposed brother who I was never introduced to for the first six months I
lived in this new household. He was hidden downstairs somewhere, and I could always
hear whispering, but even when I went downstairs I was whisked by the closed door
which I learned later was his room.

6. DESCRIPTION OF CULTURAL PRODUCT/EVENT: It’s a show about this super-
hero who appears only as a shadow and goes around solving crime and saving people.
He believes in all the good things — love, truth, honesty. He has a wonderful, soothing
voice.
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SECTION 2: SENSE-MAKING ELEMENTS

7. QUESTIONS, CONFUSIONS, MUDDLES:

7.1 Why aren’t my new parents interested in this program, or the fact that I like it so
much?

7.2 Where is my adopted brother hidden?

8. EMOTIONS, FEELINGS:

8.1 Feeling so safe when The Shadow talked.

8.2 Feeling peaceful and relaxed while listening, like I went on a wonderful journey away
from here and now.

9. CONCLUSIONS, IDEAS, THOUGHTS:
9.1 I wished all adults were like The Shadow.

10. FEELINGS OF BEING HURT, HINDERED, OR OFFENDED:
none, except because my new parents didn’t seem to care about the show (see 7.1 above)
[Some interviewees will, of course, have elements here]

11. FEELINGS OF BEING HELPED OR FACILITATED:
11.1 A wonderful peaceful escape (see 8.2)
11.2 Being connected to another human

12. SEEING NEGATIVE OUTCOMES:
no others
[Some interviewees will, of course, have other elements here]

13. SEEING POSITIVE OUTCOMES:
no others
[Some interviewees will, of course, have other elements here]

14. THOUGHTS ABOUT HOW THIS CULTURAL PRODUCT/EVENT RELATES TO
SOCIETY AND POWER STRUCTURES?

14.1 In retrospect, I am not sure the show was good for me because it made me turn
inward, rather than seeking solace and comfort from my new parents.

14.2 Also, I am sure the programs emphasis on mythic American values helped lead to
my brief flirtation with almost reactionary ideas in my late teens — about class, about
gender, and so on.

15. CHANGES IN HOW SEE THIS CULTURAL PRODUCT/EVENT OVER TIME?
15.1 I still remember it fondly, but I am sure it reinforced expectations regarding gender
roles which I rebelled against later in serious ways. And still do. So I understand how
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such a cultural product can serve me badly even while helping me.

SECTION 3: TRIANGULATING ELEMENTS

A. Why aren’t my new parents interested in this program, or the fact that I like it so
much?

a. CONNECT TO LIFE: It was really strange. There I was enraptured night after night
in this program and my new parents showed no interest in it or my interest in it. This
made me feel even stranger in these very strange surroundings and more anxious about
whether I would be an acceptable adoptee.

b. HELPFUL/USEFUL: Thinking about this wasn’t useful at all.

c. HURTFUL/HINDERING/NOT USEFUL: It was very hurtful. It made me very
anxious and worried all the time about whether they would keep me. I am sure it made
me sicker longer.

d. RESOLVED, ANSWERED: No, I never figured it out other than they were so
involved with my younger adopted brother who was very ill....and that I do not think my
adopted mother really wanted to adopt me but my father wanted me because he was
lonely because she became so obsessed with the little boy. But this was strange because
even though he wanted me my new father spent little time with me.

e. CONNECT TO SOCIETY, POWER STRUCTURES: In retrospect, I understand that
my mother was living out the female role of her generation. She felt that being a
biological mother was her destiny...and in her mind she could construe my brother,
adopted at 2 months of age as her real child, but me at age 7 could not be so construed. 1
actually think she was a bit “insane” really about it all...but everything was a secret as
was the custom it seemed in so many Irish Catholic families. Also, my new mother made
it very clear to me that I was Italian (she called me a little “wop”) so I am sure that played
part of it.

f. ASPECTS OF CULTURAL PRODUCT THAT RELATE: None really. The only
time they paid any attention to cultural products was when they pertained in some way to
my mother’s ideal romantic fantasy of female life, married to a rich and successful man,
surrounded by loving beautiful children. The Shadow didn’t relate to this fantasy...and
maybe that was one reason it was ignored.

g. CONNECT TO VIEW SELF: I always thought of myself then as more interested in
the inner life than this new family was. I still do today. And, I thought of myself as
much more interested in goodness in people. My new mother believed people were
inherently mean; and I think my new father was just hopeless most of the time.
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7.2 Where is my adopted brother hidden?

a. CONNECT TO LIFE: This was everything. It was like there was an awesome tension
in the house, a mystery that [ was excluded from which made me feel even more like an
outsider and stranger. It made my need for The Shadow even greater. I was addicted to
the program.

b. HELPFUL/USEFUL: My adopted brother being hidden did not help.
c. HURTFUL/HINDERING/NOT USEFUL: It hurt a great deal, as I stated above.

d. RESOLVED, ANSWERED: The issue of my bother being hidden -- yes, he was
ill..but also there was a deep family secret, a lie which I think my adopted mother was
protecting herself from exposing. The lie that he was not adopted too. On why The
Shadow gave me so much solace, I still wonder.

e. CONNECT TO SOCIETY, POWER STRUCTURES: In awesome ways. [ was a
female child, less desired. Yet strangely, women were less desired in The Shadow too —
objects of lust, fluffy things to be protected.

f. ASPECTS OF CULTURAL PRODUCT THAT RELATE: The way The Shadow
always stepped forward to protect “damsels” and “women in distress” and how his voice
got even softer when he talked to women unless they were “sluts” or “evil” in some way.

g. CONNECT TO VIEW SELF: The fact that my brother was hidden made me feel even
less safe, less welcome, less like I was truly adoptable. It made me need even more
something like The Shadow.

etc.
[CONTINUE WITH TRIANGULATIONS FOR EVERY ELEMENT LISTED IN

SECTION 2. UNDER ITEMS 7,8,9,10,11,12,13, AND 14 EACH ELEMENT IS TO
BE TRIANGULATED SEPARATELY].

SECTION 3: WHO WAS INTERVIEWED & THEIR LOCATION IN TIME-
SPACE

a. SELF OR OTHER: Interview of self

b. If OTHER:

c. WHERE RESIDE: Resides in zip code 43220
d. YEARS EDUCATION: 23, has PhD

e. ETHNIC HERITAGE: Italian-Irish-English
f. YEAR BORN: Born 1938

g. GENDER: Female
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h. MARITAL STATUS: Married, widowed

i. CHILDREN: none

J- WORKS AT: professor at large Midwestern university

k. PARENTS WORK DURING CHILDHOOD: Father was salesman-distributor for a L.
motion picture company, east coast region; Mother a remedial reading teacher in the
public schools.

SECTION 4: CONCLUDING COMMENTARY
4a) answer....
4b) answer....
4c) answer....
4d) answer....

4e) answer....

STAPLE INTERVIEW PERMISSION FORM TO END OF ASSIGNMENT

ASSIGNMENT 4,5,6,7,8:
COMPARING SENSE-MAKINGS FOR ONE CULTURAL PRODUCT;
INSTRUCTIONS

For this assignment you are to select one cultural product (such as a movie, or piece of
music, or performance) which has received attention by the public and in the media.
What cultural product you choose is up to you, but the trick is to find one for which there
has been diverse attention and commentary.

Briefly you are to then

For assignment 4: Track down and copy/print out a minimum of 5 diverse reactions/
evaluations/ analyses/ thoughts about the cultural product expressed by lay people (i.e.
people not trained as cultural critics). You can find these on the web at, for example,
www.amazon.com, and at various chatlines, etc. An important aspect of the assignment
is to find diverse reactions.

For assignment #4, you hand in the copies of the reactions and do a commentary
answering the commentary questions listed immediately below:

CONCLUDING COMMENTARY FOR ASSIGNMENT #4:
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a) What differences do you observe in the reactions you tracked down? What do
you think accounts for these differences?

b) Take the reaction that is most challenging to you and try to explain it from the
perspective of the person who had it.

c) How did reading these reactions impact you? Did they lead to any new
thoughts/conclusions/understandings about the cultural product and its impacts on
you, others, society?

d) Did the reactions led you to any questions/confusions? What were these?

FOR THOSE WHO WANT TO TRY FOR A GRADE HIGHER THAN A C:

e) How do you see class readings as being relevant to this comparison, or helping
you to think about it? [Be sure to use a standardized citation & reference system
of some kind].

For assignment 5: Track down and copy/print out a minumum of 5 diverse reactions/
evaluations/ analyses / criticisms of the cultural product as offered by trained cultural
critics in media reviews and/or in scholarly articles. You can find leads for these in the
Reader's Guide to Periodical Literature, in searches of journal data bases, and so on.

For assignment #5, you hand in the copies of the reactions and do a commentary
following the same commentary questions posed for assignment #4.

For assignment 6: You do a self-interview on your own exposure to this cultural
product, using the same instructions presented for assignments #2 and #3.

For assignment #6, you hand in your self-interview, followed by the commentary
as described for assignment #2 and #3, followed by the interview permission
form.

For assignment 7: You use the same interview format you used in assignment 6 to
interview someone else that you know (family member, friend, classmate, etc.) on the
same cultural product.

For assignment #7, you hand in the interview of the other person, followed by the
commentary as described for assignment #2 and #3, followed by the interview
permission form.

For assignment 8: You write a commentary that compares and contrasts all the input
you obtained from assignments 4,5,6, and 7.

For assigment #8, you hand in a commentary that answers the same questions as
those listed for assignment 4 except that you focus on all the reactions you tracked
down -- from lay people, from critics, from your self-interview, and from your
interview of someone else.
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ASSIGNMENT 9, 10, 11:
CLASS MEDIA EVENT SELF- INTERVIEW:

Instructions for this interview are the same as for the
CULTURAL PRODUCT/EVENT INTERVIEW used in assignments 2, and 3.

The only difference is that item 4 focusing on CONDITIONS LEADING UP TO
EXPOSURE will necessarily involve at least in part the exposure through
JCOMM 666 class. Some students may have had prior exposure(s) and these
should be noted as well.

REMEMBER TO HAND IN STAPLED TOGETHER
1. interview

2. commentary

3. signed interview permission form

ASSIGNMENT #12:
CLASS DE-BRIEFING SELF-INTERVIEW: THE INSTRUMENT

The class de-briefing assignment provides the student with an opportunity to focus on the
class experience and its impacts. The self-interview is to answer these questions:

Looking over all class activities -- both in class sessions and on your own outside class
work on written assignments .....

1. BARRIERS/CONFUSIONS RE CLASS PROCEDURES: What have been the major
barriers or confusions you have faced about class procedures and format? How have
each of these hindered you?

2. BARRIERS/CONFUSIONS RE CLASS CONTENT: What have been the major
barriers or confusions you have faced about class content — i.e. about popular and elite
culture? How have each of these hindered you?

3. CONCLUSIONS/INSIGHTS: Have you arrived at any new or altered conclusions or
insights? What are these? Have they helped? How?

4. FEELINGS/EMOTIONS: Have you experienced any feelings and emotions? What
were these? Have they impacted you? How?

5. IMPACT POP CULTURE: As of today, how would you summarize the impact of
popular culture on your life? on how you think about yourself? on society?
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6. CHANGE IN VIEW OF POP CULTURE: Do you think your view of pop culture has
changed as a result of this class? How? How do you see these changes as potentially
impacting you?

7. IMPACT ELITE CULTURE: As of today, how would you summarize the impact of
elite culture on your life? on how you think about yourself? on society?

8. CHANGE IN ELITE CULTURE VIEW: Would you say your thoughts and/or
feelings about elite culture have changed as a result of class? How? How do you see
these changes as potentially impacting you?

FOR THOSE WHO WANT TO TRY FOR A GRADE HIGHER THAN A C:

9. APPLICATION OF READINGS: How do you see class readings as being relevant
to this debriefing interview, or helping you to think about it? [Be sure to use a
standardized citation & reference system of some kind].

REMEMBER TO STAPLE TO END OF DE-BRIEFING INTERVIEW:
signed permission form

WEEKLY TOPICS AND READINGS:

To use readings during a given week for an oral reading report, undergraduates are
required to read at least two of the + items. Graduate students are to read all the + items
and are to select at least 2 from the remaining set. READINGS MARKED WITH A +
ARE INCLUDED IN THIS PACKET. All other readings are on reserve in library -- 2
hour reserve. Most of the books that are sources of the articles are themselves are reserve
-- 3 day reserve, thus offering interested students a selection of further reading
possibilities.

1 January 10 - Introduction

2 January 17 - High versus low, mass versus elite: Analyzing cultural products
and the disappearing divides

+Bayles, M. (1999). Tubular nonsense: How not to criticize television. In A. M. Melzer,
J. Weinberger, & M. R. Zinman (Eds.), Democracy and the arts (pp. 159-171). Ithaca,
NY: Cornell University Press.

Berger, A. A. (1997). The nature of narratives. In Narratives in popular culture, media,
and everyday life (pp. 1-16). Thousand Oaks, CA: Sage.

+Berger, A. A. (1998). Semiotic analysis. In Media analysis techniques (pp. 3-35).
Thousand Oaks, CA: Sage.

+Berger, A. A. (1998). Marxist analysis. In Media analysis techniques (pp. 37-63).
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Thousand Oaks, CA: Sage.

Berger, J. (1972). Chapter one. In Ways of seeing (pp. 7-34). London: BBC & Penguin
Books.

Berger, J. (1972). Chapter five. In Ways of seeing (pp. 83-112). London: BBC & Penguin
Books.

Bourdieu, P. (1986). The aristocracy of culture. In R. Collins, J. Curran, N. Garnham, P.
Scannell, P. Schlesinger, & C. Sparks (Eds.), Media, culture & society: A critical reader
(pp. 164-193). London: Sage.

Braman, S. (1996). Art in the information economy. Canadian Journal of
Communication, 21, 179-196.

Dewey, J. (1994). Art as experience. In S. D. Ross (Ed.), Art and its significance: An
anthology of aesthetic theory (pp. 204-220). Albany, NY: State University of New York
Press.

DiMaggio, P. (1991). Cultural entrepreneurship in nineteenth-century Boston: The
creation of an organizational base for high culture in America. In C. Mukerji, & M.
Schudson (Eds.), Rethinking popular culture: Contemporary perspectives in cultural
studies (pp. 374-397). Berkeley, CA: University of California Press.

+Gans, H. J. (1992). American popular culture and high culture in a changing class
structure. In R. A. Smith, & R. Berman (Eds.), Public policy and the aesthetic interest:
Critical essays on defining cultural and educational relationships (pp. 91-104). Urbana,
IL: University of Illinois Press.

Jensen, J. (1995). Questioning the social powers of art: Toward a pragmatic aesthetics.
Critical Studies in Mass Communication, 12 (4), 365-379.

Kellner, D. (1995). Cultural studies, multiculturalism, and media culture. In G. Dines, &
J. Humez (Eds.), Gender, race and class in media: A text-reader (pp. 5-17). Thousand
Oaks, CA: Sage.

+Lull, J. (2001). Superculture for the communication age. In J. Lull (Ed.), Culture in the
communication age (pp. 132-163). London: Routledge.

Neiva, E. (2001). Rethinking the foundations of culture. In J. Lull (Ed.), Culture in the
communication age (pp. 31-53). London: Routledge.

+0O'Connor, A. (1990). Culture and communication. In J. Downing, A. Mohammadi, &
A. Sreberny-Mohammadi (Eds.), Questioning the media: A critical introduction (pp. 27-
41). Newbury Park, CA: Sage.
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+Robinson, J. P., & Filicko, T. (2000). American public opinion about the arts and
culture: The unceasing war with Philistia. In J. M. Cherbo, & M. J. Wyszomirski (Eds.),
The public life of the arts in America (pp. 108-137). New Brunswick, NJ: Rutgers
University Press.

Titchener, C. B. (1988). The critic and the reviewer. In Reviewing the arts (pp. 1-13).
Hillsdale, NJ: Lawrence Erlbaum.

3 January 24 - Advertising

+Berger, J. (1972). Chapter seven. In Ways of seeing (pp. 129-154). London: BBC &
Penguin Books.

+Fowles, J. (1996). The project of the self. In Advertising and popular culture
(Foundations of Popular Culture # 5) (pp. 197-227). Thousand Oaks, CA: Sage.

+Goldman, R. (1995). Constructing and addressing the audience as a commodity. In G.
Dines, & J. Humez (Eds.), Gender, race and class in media: A text-reader (pp. 88-92).
Thousand Oaks, CA: Sage.

Hawthorne, C. (2000). Bewitched: How “Blair Witch” entranced the media. In M.
Janeway, & A. Szanto (Eds.), National arts journalism program articles, Volume 5 (pp
10-21). New York: Columbia University.

+Kilbourne, J. (1995). Beauty and the beast of advertising. In G. Dines, & J. Humez
(Eds.), Gender, race and class in media: A text-reader (pp. 121-125). Thousand Oaks,
CA: Sage.

Leiss, W., Kline, S., & Jhally, S. (1986). The structure of advertisements. In Social
communication in advertising: Persons, products and images of well-being (pp. 175-236).
Toronto, Canada: Methuen.

Storey, J. (1996). The consumption of everyday life. In Cultural studies and the study of
popular culture: Theories and methods (pp. 113-136). Athens, GA: University of Georgia
Press.

+Williams, R. (1991). The dream world of mass consumption. In C. Mukerji, & M.
Schudson (Eds.), Rethinking popular culture: Contemporary perspectives in cultural
studies (pp. 198-235). Berkeley, CA: University of California Press.

4 January 31 - Societal spectacles and national jokes
+Berger, A. A. (1997). What makes people laugh?: Cracking the cultural code. In J.

Boskin (Ed.), The humor prism in 20" century America (pp. 28-29). Detroit, MI: Wayne
State University Press.
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+Boorstin, D. J. (1982). From hero to celebrity: The human pseudo-event. In G.
Gumpert, & R. Cathcart (Eds.), Inter/media: Interpersonal communication in a media
world (pp. 242-249). New York: Oxford University Press.

Bourdieu, P. (1991). Sport and social class. In C. Mukerji, & M. Schudson (Eds.),
Rethinking popular culture: Contemporary perspectives in cultural studies (pp. 357-373).
Berkeley, CA: University of California Press.

Meehan, E. R. (1991). “Holy commodity fetish, batman!”: The political economy of a
commercial intertext. In R. E. Pearson, & W. Uricchio (Eds.), The many lives of the
batman: Critical approaches to a superhero and his media (pp. 47-65). New York:
Routledge.

+Real, M. (2001). Cultural theory in popular culture and media spectacles. In J.
Lull (Ed.), Culture in the communication age (pp. 167-178). London: Routledge.

Rubin, L. D. Jr. (1997). The great American joke. In J. Boskin (Ed.), The humor prism in
20" century America (pp. 33-45). Detroit, MI: Wayne State University Press.

+Smith, R. C., & Eisenberg, E. M. (1987). Conflict at Disneyland: A root-metaphor
analysis. Communication Monographs, 54, 367-380.

+Watts, E. K. (1997). An exploration of spectacular consumption: Gangsta rap as cultural
commodity. Communication Studies, 48, 42-58.

5 February 7 - Visual arts: painting, sculpture...

Antonietti, A., & Cantoia, M. (2000). To see a painting versus to walk in a painting: An
experiment on sense-making through virtual reality. Computers & Education, 34, 213-
223.

Dubin, S. C. (1997). The centrality of marginality: Naive artists and savvy supporters. In
V. L. Zolberg, & J. M. Cherbo (Eds.), Outsider art: Contesting boundaries in
contemporary culture (pp. 37-52). Cambridge, UK: Cambridge University Press.

Heinrich, N. (1997). Outsider art and insider artists: Gauging public reactions to
contemporary public art. In V. L. Zolberg, & J. M. Cherbo (Eds.), Outsider art:
Contesting boundaries in contemporary culture (pp. 118-127). Cambridge, UK:
Cambridge University Press.

+Holmberg, C. B. (1998). Historic texts of beauty: The problematics of art, erotica, and
pornography. In Sexualities and popular culture (pp. 143-161). Thousand Oaks, CA:
Sage.

Levi, A. W. (1992). Art and the general welfare. In R. A. Smith, & R. Berman (Eds.),
Public policy and the aesthetic interest: Critical essays on defining cultural and
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educational relationships (pp. 20-28). Urbana, IL: University of Illinois Press.

McLaughlin, M. L. (1996). The art site on the World Wide Web. Journal of
Communication, 46 (1), 51-79.

+Plagens, P. (2000). A poor man’s Hollywood: The fallow state of contemporary art. In
M. Janeway, & A. Szanto (Eds.), National arts journalism program articles, Volume 5
(pp.- 103-113). New York: Columbia University.

+Silva, E. (2000). VanGogh to go: Crowding them in at the LACMA. In M. Janeway, &
A. Szanto (Eds.), National arts journalism program articles, Volume 5 (pp. 93-101). New
York: Columbia University.

+Spigel, L. (1996). High culture in low places: Television and modern art, 1950-1970. In
C. Nelson, & D. P. Goankar (Eds.), Disciplinarity and dissent in cultural studies (pp. 313-
346). New York: Routledge.

+Yenawine, P. (1999). Introduction: But what has changed? In B. Wallis, M. Weems, &
P. Yenawine (Eds.), Art matters: How the culture wars changed America (pp. 8-23). New
York: New York University Press.

6 February 14 - Printed and electronic news, talk, and information...

Berger, A. A. (1997). Narratives and everyday life. In Narratives in popular culture,
media, and everyday life (pp. 161-174). Thousand Oaks, CA: Sage.

Connell, I. (1992). Personalities in the popular media. In P. Dahlgren, & C. Sparks (Eds.),
Journalism and popular culture (pp. 64-83). London: Sage.

+Fiske, J. (1992). Popularity and the politics of information. In P. Dahlgren, & C. Sparks
(Eds.), Journalism and popular culture (pp. 45-63). London: Sage.

+Langer, J. (1992). Truly awful news on television. In P. Dahlgren, & C. Sparks (Eds.),
Journalism and popular culture (pp. 113-129). London: Sage.

Miller, T. (1998). How do you turn indooroopilly into Africa? Mission: Impossible,
second world television, and the new international division of cultural labor. In
Technologies of truth: Cultural citizenship and popular media (pp. 141-181).
Minneapolis, MN: University of Minnesota Press.

Morley, D. (1994). Between the public and the private: The domestic uses of information
and communication technologies. In J. Cruz, & J. Lewis (Eds.), Viewing, reading,
listening: Audiences and cultural reception (pp. 101-123). Boulder, CO: Westview Press.

Munson, W. (1995). Constellations of voices: How talkshows work. In G. Dines, & J.
Humez (Eds.), Gender, race and class in media: A text-reader (pp. 367-376). Thousand
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Oaks, CA: Sage.

+Mpyers, G. (2001). “I'm out of it; you guys argue”: Making an issue of it on The Jerry
Springer Show. In A. Tolson (Ed.), Television talk shows: Discourse, performance,
spectacle (pp. 173-191). Mahwah, NJ: Lawrence Erlbaum.

Negus, K. (1997). The production of culture. In P. du Gay (Ed.), Production of
culture/cultures of production (pp. 67-118). London: Sage.

Parenti, M. (1993). Chapters 2 (“Freedom of the press belongs to the man who owns
one”) and 3 (Who controls the news?). In Inventing reality: The politics of news media
(pp. 26-50). New York: St. Martin’s Press.

Rapping, E. (1995). Daytime inquiries. In G. Dines, & J. Humez (Eds.), Gender, race and
class in media: A text-reader (pp. 377-382). Thousand Oaks, CA: Sage.

Schmucler, H. (1995). The scandal of aestheticising horror: Thoughts on Schindler's list.
Media Development, XLII, 26-27.

+Shapiro, M. A., & McDonald, D. G. (1995). I'm not a real doctor, but I play one in
virtual reality: Implications of virtual reality for judgments about reality. In F. Biocca, &
M. R. Levy (Eds.), Communication in the age of virtual reality (pp. 323-345). Hillsdale,
NJ: Lawrence Erlbaum.

+Sreberny-Mohammadi, A. (1990). U.S. media covers the world. In J. Downing, A.
Mohammadi, & A. Sreberny-Mohammadi (Eds.), Questioning the media: A critical
introduction (pp. 296-307). Newbury Park, CA: Sage.

7 February 21 - Performing arts: dance, theater, classical music...

Beardsley, M. C. (1997). What is going on in a dance? In D. Goldblatt, & L. Brown
(Eds.), Aesthetics: A reading in philosophy of arts (pp. 282-290). Upper Saddle River,
NJ: Prentice Hall.

+Dolen, C. (2000). The show must go on: Can theater endure a frenzied world. In M.
Janeway, & A. Szanto (Eds.), National arts journalism program articles, Volume 5 (pp.
133-143). New York: Columbia University.

+Gans, H. J. (1999). The evaluation of taste cultures and publics. In Popular culture and
high culture: An analysis and evaluation of taste (pp. 161-209). New York: Basic Books.

Herman, J. (2000). Taking on the Vienna philharmonic. In M. Janeway, & A. Szanto
(Eds.), National arts journalism program articles, Volume 5 (pp. 23-39). New York:

Columbia University.

Hermeren, G. (1997). Art and life: Models for understanding music. In S. Davies (Ed.),
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Art and its meanings: Meaning, morality, and society (pp. 101-113). University Park, PA:
Pennsylvania State University Press.

+Levine, L. W. (1991). William Shakespeare and the American people: A study of
cultural transformation. In C. Mukerji, & M. Schudson (Eds.), Rethinking popular
culture: Contemporary perspectives in cultural studies (pp. 157-197). Berkeley, CA:
University of California Press.

Levinson, J. (1997). On the concept of music. In D. Goldblatt, & L. Brown (Eds.),
Aesthetics: A reading in philosophy of arts (pp. 269-274). Upper Saddle River, NJ:
Prentice Hall.

+Rockwell, J. (1999). Serious music. In A. M. Melzer, J. Weinberger, & M. R. Zinman
(Eds.), Democracy and the arts (pp. 92-102). Ithaca, NY: Cornell University Press.

Rollins, E. (2000). Shall we dance: Flirting with culture in Bombingham. In M. Janeway,
& A. Szanto (Eds.), National arts journalism program articles, Volume 5 (pp. 81-91).
New York: Columbia University.

Schoenberg, A. (1994). My public. In A. Kaes, J. Martin, & E. Dimendberg (Eds.), The
Weimer Republic sourcebook (pp. 584-586). Berkeley, CA: University of California
Press.

Scruton, R. (1997). Representation in music. In D. Goldblatt, & L. Brown (Eds.),
Aesthetics: A reading in philosophy of arts (pp. 235-241). Upper Saddle River, NJ:
Prentice Hall.

+Wyszomirski, M. J. (2000). Raison d’etat, raisons des arts: Thinking about public
purposes. In J. Cherbo, & M. J. Wyszomirski (Eds.), The public life of the arts in
America (pp. 50-78). New Brunswick, NJ: Rutgers University Press.

8 February 28 - MTV and popular music

Chernoff, J. M. (1997). African music. In D. Goldblatt, & L. Brown (Eds.), Aesthetics: A
reading in philosophy of arts (pp. 265-269). Upper Saddle River, NJ: Prentice Hall.

DeClurtis, A. (1999). Lost in the supermarket: Myth and commerce in the music business.
In K. Kelly, & E. McDonnell (Eds.), Stars don’t stand still in the sky: Music and myth
(pp- 30-35). Washington Square, NY: New York University Press.

Eisenberg, E. (1997). The recording angel. In D. Goldblatt, & L. Brown (Eds.),
Aesthetics: A reading in philosophy of arts (pp. 246-252). Upper Saddle River, NJ:
Prentice Hall.

+Grossberg, L. (1997). “I'd rather feel bad then not feel anything at all”’: Rock and roll,
pleasure and power. In Dancing in spite of myself: Essays on popular culture (pp. 64-88).
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Durham, NC: Duke University Press.

+Harris, C. (2000). Papa don't preach: Redefining the battle between young and old. In
M. Janeway, & A. Szanto (Eds.), National arts journalism program articles, Volume 5
(pp. 52-63). New York: Columbia University.

Holmberg, C. B. (1998). After the beat: Popular music. In Sexualities and popular culture
(pp- 212-237). Thousand Oaks, CA: Sage.

Hooks, B. (1995). Madonna: Plantation mistress or soul sister? In G. Dines, & J. Humez
(Eds.), Gender, race and class in media: A text-reader (pp. 28-32). Thousand Oaks, CA:
Sage.

+Laing, D. (1997). Listening to punk. In K. Gelder, & S. Thornton (Eds.), The
subcultures reader (pp. 406-419). London: Routledge.

Lewis, L. A. (1995). Form and female authorship in music video. In G. Dines, & J.
Humez (Eds.), Gender, race and class in media: A text-reader (pp. 499-507). Thousand
Oaks, CA: Sage.

McLeod, K. (1999). Authenticity within hip-hop and other cultures threatened with
assimilation. Journal of Communication, 49, 134-150.

McRobbie, A. (1984). Dance and social fantasy. In A. McRobbie, & M. Nava (Eds.),
Gender and generation (pp. 130-161). Hampshire, PA: MacMillan.

Perry, I. (1995). It's my thang and I'll swing it the way that I feel! Sexuality and black

women rappers. In G. Dines, & J. Humez (Eds.), Gender, race and class in media: A text-
reader (pp. 524-530). Thousand Oaks, CA: Sage.

+Pettegrew, J. (1995). A post-modernist moment: 1980s commercial culture, and the
founding of MTV. In G. Dines, & J. Humez (Eds.), Gender, race and class in media: A
text-reader (pp. 488-498). Thousand Oaks, CA: Sage.

+Shuker, R. (1994). ‘Every 1's a winner’: The music industry. In Understanding popular
music (pp. 31-52). London: Routledge.

Shuker, R. (1994). ‘My generation’: Audiences, fans and subcultures. In Understanding
popular music (pp. 225-250). London: Routledge.

Stapleton, K. R. (1998). From the margins to the mainstream: The political power of hip-
hop. Media, Culture & Society, 20, 219-234.

Storey, J. (1996). Popular music. In Cultural studies and the study of popular culture (pp.
93-112). Athens, GA: University of Georgia Press.
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9 March 7 - Popular fiction: film, electronic, and printed

Allen R. C. (1989). Bursting bubbles: “Soap opera,” audiences, and the limits of genre. In
E. Seiter, H. Borchers, G. Kreutzner, & E. M. Warth (Eds.), Remote control: Television,
audiences, and cultural power (pp. 44-55). London: Routledge.

Bass, A. (1995). Do slasher films breed real-life violence? In G. Dines, & J. Humez
(Eds.), Gender, race and class in media: A text-reader (pp. 185-189). Thousand Oaks,
CA: Sage.

+Berger, A. A. (1997). Fairy tales. In Narratives in popular culture, media, and everyday
life (pp. 83-97). Thousand Oaks, CA: Sage.

+Berger, A. A. (1997). Film narratives. In Narratives in popular culture, media, and
everyday life (pp. 147-159). Thousand Oaks, CA: Sage.

+Cooper, B. (1999). The relevancy of gender identity in spectators' interpretations of
Thelma & Louise. Critical Studies in Mass Communication, 16, 20-41.

+Gitlin, T. (1991). Movies of the week. In C. Mukerji, & M. Schudson (Eds.), Rethinking
popular culture: Contemporary perspectives in cultural studies (pp. 335-356). Berkeley,
CA: University of California Press.

Hass, L. (1995). “Eighty-six the mother”: Murder, matricide, and good mothers. In E.
Bell, L. Hass, & L. Sells (Eds.), From mouse to mermaid: The politics of film, gender,
and culture (pp. 193-211). Bloomington, IN: Indiana University Press.

+Jeffords, S. (1995). The curse of masculinity: Disney’s Beauty and the Beast. In E. Bell,
L. Hass, & L. Sells (Eds.), From mouse to mermaid: The politics of film, gender, and
culture (pp. 161-172). Bloomington, IN: Indiana University Press.

Kersten, K. F. SJ. (1998). Human values and the aesthetics of a television program. In K.
F. Kersten, SJ. & W. E. Biernatzki (Eds.), Value and communication: Critical humanistic
perspectives (pp. 135-150). Cresskill, NJ: Hampton.

Nelson, C. (1996). Literature as cultural studies: “American” poetry of the Spanish civil
war. In C. Nelson, & D. P. Goankar (Eds.), Disciplinarity and dissent in cultural studies
(pp. 63-102). New York: Routledge.

Radway, J. (1991). Interpretive communities and variable literacies: The functions of
romance reading. In C. Mukerji, & M. Schudson (Eds.), Rethinking popular culture:
Contemporary perspectives in cultural studies (pp. 465-486). Berkeley, CA: University of
California Press.

Rogers, D. D. (1995). Daze of our lives: The soap opera as feminine text. In G. Dines, &
J. Humez (Eds.), Gender, race and class in media: A text-reader (pp. 325-331). Thousand
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Oaks, CA: Sage.

Storey, J. (1996). Film. In Cultural studies and the study of popular culture: Theories and
methods (pp. 54-74). Athens, GA: University of Georgia Press.

Vogel, H. L. (2000). Flickering images: The business of Hollywood. In J. Cherbo, & M.
J. Wyszomirski (Eds.), The public life of the arts in America (pp. 226-243). New
Brunswick, NJ: Rutgers University Press.

10 March 14 - Representation: bodies, sexualities, lives

Alperstein, N. M., & Vann, B. H. (1997). Star gazing: A socio-cultural approach to the
study of dreaming about media figures. Communication Quarterly, 45, 142-152.

+Bassett, C. (1997). Virtually gendered: Life in an on-line world. In K. Gelder, & S.
Thornton (Eds.), The subcultures reader (pp. 537-550). London: Routledge.

+Boskin, J. (1997). African-American humor: Resistance and retaliation. In J. Boskin
(Ed.), The humor prism in 20" century America (pp. 145-158). Detroit, MI: Wayne State
University Press.

Bunkers, S. L. (1997). Why are these women laughing. In J. Boskin (Ed.), The humor
prism in 20" century America (pp. 159-171). Detroit, MI: Wayne State University Press.

+Center for Media and Values (1995). Home, home on the remote: Does fascination with
TV technology create male-dominated family entertainment? In G. Dines, & J. Humez
(Eds.), Gender, race and class in media: A text-reader (pp. 362-366). Thousand Oaks,
CA: Sage.

Critical Art Ensemble (1998). Group material. In G. Harper (Ed.), Interventions and
provocations: Conversations on art, culture, and resistance (pp.19-30). Albany, NY: State
University of New York Press.

Danet, B. (1998). Text as mask: Gender, play, and performance on the Internet. In S. G.
Jones (Ed.), Cybersociety 2.0: Revisiting computer-mediated communication and
community (pp. 129-158). Thousand Oaks, CA: Sage.

+Dines, G. (1995). “I buy it for the articles”: Playboy magazine and the sexualization of
consumerism. In G. Dines, & J. Humez (Eds.), Gender, race and class in media: A text-
reader (pp. 254-262). Thousand Oaks, CA: Sage.

Langer, S. (1997). Virtual powers. In D. Goldblatt, & L. Brown (Eds.), Aesthetics: A
reading in philosophy of arts (pp. 277-282). Upper Saddle River, NJ: Prentice Hall.

Larson, C. U., & Oravec, C. (1987). A prairie home companion and the fabrication of
community. Critical Studies in Mass Communication, 4, 221-244.
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Lawrence, D. L. (1997). A rose by any other name... The occasional Doo-dah Parade. In
J. Boskin (Ed.), The humor prism in 20" century America (pp. 172-183). Detroit, MI:
Wayne State University Press.

+Ouellette, L. (1999). Inventing the cosmo girl: Class identity and girl-style American
dreams. Media, Culture & Society, 21, 359-383.

Sherlock, M. (1998). Postscript---no loitering: Art as social practice. In G. Harper (Ed.),
Interventions and provocations: Conversations on art, culture, and resistance (pp.219-
225). Albany, NY: State University of New York Press.

Wilson, J. (1992). Art, culture, and identity. In R. A. Smith, & R. Berman (Eds.), Public
policy and the aesthetic interest: Critical essays on defining cultural and educational
relationships (pp. 192-200). Urbana, IL: University of Illinois Press.
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COMM 666, WINTER 20002
GRADING TICKET FORM: ORAL REPORTS

STUDENT:

CLASS DATE:

*You can hand in no more than 3 oral reports in a given week.

*If you have one of each kind this week you will need only one of these forms. If you
have multiples of a given kind of oral report, you will need one form per report of
that kind.

*Use the back of the form as necessary to provide Dr. D. with sufficient input to
make a judgment that these were genuine oral reports.

IS THIS ORAL REPORT ON READING? IF YES. CHECK HERE:
Briefly, what was for you the most important thing you shared with the class/group:

What readings did you report on? [Give author(s) last names]

From which reading did you draw your quotable quote? [Give author’s last names]

What page was the quote on in the book/article? In the reading packet?

IS THIS ORAL REPORT ON CLASS MEDIA EVENT ? IF YES, CHECK
HERE:
What was the media event?

Briefly, what was for you the most important thing you shared with the class/group:

IS THIS ORAL REPORT ON LEARNINGS FROM AND EXPERIENCES WITH
WRITTEN WORK? IF YES, CHECK HERE:
Was this a report focusing on...

assignment 1: cultural life-line

assignment 2,3: single cultural product self-interview

assignment 4, 5,6,7,8: compariing - one or more components

assignment 9,10,11: class media event self-interview

assignment 12: class de-briefing self-interview

Briefly, what was for you the most important thing you shared with the class/group:
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COMM 669
SPRING 2001
INSTRUCTIONS FOR EXTRA CREDIT

Students who opt for the personal analysis track may earn extra credit if they wish by
following these instructions.

A 1/3 raise in the student’s grade point wil be awarded if

*student hands in at the end of the term a floppy disk (mac or pc) with files on it, one
each for each of the written interviews the student handed in.

*IMPORTANT: students must hand in paper copies of interviews for grading purposes.
Grading will not be done on electronic versions.

*the files must be labeled as follows:

*starting the first 2 letters of your last name and first 2 letters of your first name,
e.g. dervin Brenda = debr
*then using the identifier labels indicated below
debrassign01
debrassign02
through
debrassign09
debrassign10
debrassignl1
debrassign12

*the disk needs to be otherwise clean — no virus (&”%$), and no other files

*preferred format for the files is word 5.0 or later; or an rtf file in any word processing
program

Undergraduate students who chose the scholarly observation track may also earn this
extra credit by negotiating with Dr. D. what should be on their floppies.
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COMMO666 GRADING SHEET WINTER 2002 NAME OF STUDENT:

#1 #2 #3 #4 #5 #6 %
ORAL REPORTS - | date: date: date: date: date: date:
READING
Required: 3-6
ORAL REPORTS -
CLASS MEDIA date: date: date: date: date: date:
EVENTS
Required 3-6
ORAL REPORTS -
WRITTEN WORK date: date: date: date: date: date:
Required 3-6
**CULTURAL #1
LIFE-LINE date:
INTERVIEW grade: -- -- -- -- --
Assignment 1 codes:
**SINGLE #2 #3
CULTURAL date: date:
PRODUCT grade: grade:
INTERVIEW codes: codes -- -- -- --
Assignment 2,3
**COMPARING #4 #5 #6 #7 #8
SENSE-MAKINGS date: date: date: date: date:
Required grade: grade: grade: grade: grade: --
assignments codes: codes: codes: codes: codes:
4,5,6,7,and 8.
**CLASS #9 #10 #11
MEDIA date: date: date:
EVENT grade: grade: grade:
INTERVIEW codes: codes: codes: -- -- --
Assignment 9,10,11 :
**CLASS date:
DEBRIEFING grade:
INTERVIEW codes: -- -- -- -- --
Assignment 12
EXTRA CREDIT
virus-free floppy -- -- -- -- -- -- +1/3
with all ** work
GRADING CODES:
1 = did not follow instructions 2 = incomplete, something missing
3 = presentation unacceptable 4 = spelling, grammar unacceptable
5 =needs more thought, analysis 6 = class concepts missing/shallow
7 = argumentative, non-dialogic 8 =reading applications not present

9 = reading applications shallow, misquoted 10=citation/references wrong
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CONSENT FOR PARTICIPATION IN RESEARCH INTERVIEW

|INTERVIEWER: CHECK BELOW, WHICH ONE APPLIES:

MY RECOLLECTIONS AND EVALUATIONS OF THE MOST MEMORABLE POPULAR AND ELITE
CULTURAL PRODUCTS IN MY LIFE JOURNEY [assignment #1]

MY RECOLLECTIONS AND EVALUATIONS OF A SPECIFIC POPULAR AND ELITE CULTURAL PRODUCT
OR EVENT [assignment #2,3....0r 6,7.....0r 9, 10, 11]

MY RECOLLECTIONS AND EVALUATIONS OF THE CLASS [assignment #12]

|INFORMANT: CHECK BELOW WHAT YOU CONSENT TO

I consent to being interviewed, understanding that my identity will be kept entirely anonymous and that all names of
places and people to whom I refer in my stories will be removed or changed so that my identity and those of others whom I
refer to can in no way be connected to the work.

I also consent to having my interview potentially used in research again on the understanding that my identity and
those to whom I refer will in no way be connected to my interviewing record.

Dr. Brenda Dervin or her authorized representative has explained the purpose of the study, the procedures to be followed, and
the expected duration of my participation. Possible benefits of the research have been described. I acknowledge that I have
had the opportunity to obtain additional information regarding the study and that any questions I have raised have been
answered to my full satisfaction. Furthermore, I understand that I am free to withdraw consent at any time and to discontinue
participation in the study without prejudice to me and/or to the student conducting the interview.

Finally, I acknowledge that I have read and fully understand this consent form. I sign it freely and voluntarily. A copy has
been given to me.

Signed by person interview: on [date]
Signed by interviewer: on [date]
Signed by parent, if person interviewed is a child: on [date]
Signed by witness: on [date]

Signed by Dr. Dervin or her representative: on [date]




