78 student as student

Homelessness is an often overlooked cause of HIV/AIDS. Because
of the complications of drug addiction and lack of consistent medi-
cal care, the homeless are left untested, and if infected, undertreat-
ed. Thus, many homeless persons are not diagnosed with HIV/
AIDS until hospitalized with a full-blown infection such as PCP,
CMYV retinitis, or invasive thrush. By this time, their T-cell counts
are at a point where anti-retroviral therapies are of little use.

Having practiced nursing for ten years, Jacqueline was easily able to adopt the confident
tone of a medical professional. Her thinking process also reflected this training—moving
from social etiology to medical consequences with a logic and ease rarely seen in under-
graduate writing. However, when asked to reflect on her own reasons for becoming a
nurse, Jacqueline’s tone and approach were quite different.

I don’t know when I decided to become a nurse. Maybe because
my grandmother was so ill all the time and my mother didn’t much
know how to care for her. Also, I knew that nurses make good
money and that there’s always employment prospects.

In this passage, Jacqueline flits uneasily from one reason to another. We are left wonder-
ing whether her decision to become a nurse was financial or personal. Even if both were
the reasons, neither rationale is clearly explained or articulated. The tone also is alarm-
ingly conversational in character. Jacqueline seems to have forgotten her reader and has
retreated into her own ruminations—which have spilled out onto the page. She is obvi-
ously uncomfortable in this discursive arena—one understandably unfamiliar to her as a
medical professional. Yet in a composition class, this writing would be held up as proof
of incompetence precisely because the student as Student imagined in these classes is one
who can manage multiple discursive arenas effectively—the personal narrative, the per-
suasive essay, literary criticism, social critique, research, and so on. Jacqueline’s example,
however, begs the following questions with which I will end my discussion: is the student
as Student attainable or even an appropriate goal? Is the personal disabling or enabling
in enabling the production of the Student? Or is habituation, rote and modeling and the
consequent pedagogical rejection of nativist arguments, the way forward? And, finally,
do we need to rethink our conception of the student and the consequently the methods of
interpolation within academic discourse?
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The three pieces were conceived to be screened together or independently, in the
latter case as an accompaniment to the films to which they directly or indirectly respond.
This applies also to the slow-motion intermezzi (or entr’actes) punctuating the work, brief
re-inscriptions of Hollywood’s fascination with the close-up (Ingrid Bergman in Casablan-
ca, Gloria Graham in The Big Heat) and the textural detail (Dorothy Malone's Salome’

gown in Written on the Wwind).



