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Abstract

“CHANGE THE STORY, CHANGE THE WORLD”: GENDERED MAGIC AND
EDUCATIONAL IDEOLOGY IN TERRY PRATCHETT’S DISCWORLD

L. Kaitlin Williams
B.A., Auburn University
M.A., Appalachian State University

Chairperson: James Ivory

This thesis explores educational ideology in Terry Pratchett’s Discworld series with a
continued focus on the ways gendered magic results in gendered knowledge and education.
Pratchett’s witches and wizards demonstrate and even consciously uphold distinct gender
separation regarding magical practice, methodology, knowledge, and responsibility. By
fracturing the magical community into two distinct factions, Pratchett’s work positions the
witches and wizards of Discworld as ideological oppositions. An in-depth analysis of the
wizards and Unseen University traces their associations with the history of the British
educational system, male privilege, academic elitism, and tradition, reading their order as
indicative of the “norm” and a repressive dominant educational ideology. Contrastingly, the
witches’ status as Other and insistence on writing their own stories filters their perspectives
of reality through the lens of the individual, resulting in an underlying prioritization on social
equality and an ethics of selfless social responsibility. Examining Tiffany Aching’s magical
education and her interactions with the witches reveals an educational ideology contingent

upon recognizing the constructedness of reality, challenging the repressive realities imposed

v



by a hegemonic society, and instead purveying a reality that liberates and empowers the
individual. Ultimately, the witches’ subversive educational ideology not only undermines the
wizards’ repressive educational ideology, but also through Tiffany and the Nac Mac Feegle
takes on a threateningly rebellious quality capable of toppling the hegemonic and hierarchal
structures of Discworld. In light of recent scholarship on the fantasy genre, this thesis
concludes suggesting Pratchett’s complex interplay between the “real” and “unreal” enables
readers to recognize and question ideological superstructures, ultimately epitomizing Daniel

Baker’s notion of fantasy’s “progressive potential.”
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Dedication

I dedicate this thesis to Terry Pratchett, a man I never had the opportunity to meet, yet
who continues to have an immeasurable influence on my life, thoughts, and that little thing
we call “reality.” Producing scholarship on a writer I admire, who once described literary
critics as “a herd of Critters...grazing on the contents of choicer books and leaving behind
them piles of small slim volumes of literary criticism” proved daunting. Yet, despite my
reliance on scholarly ingestion and academic defecation, I hope this work ultimately
celebrates the genius of Pratchett and encourages readers to discover for themselves the

magic of Discworld.
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Foreword

On the morning of Thursday, March 12, 2015, halfway through writing this thesis, I
awoke to discover Terry Pratchett had passed away at the much-too-young age of 66.
Millions mourned his passing, yet Pratchett left behind a presence that will not soon be
forgotten. There is yet much to learn from Pratchett, and though the man may be gone, his
extraordinary voice and unparalleled perspective live on through his works. Unsurprisingly,
he said it best himself:
“In the Ramtops village where they dance the real Morris dance, for example, they believe
that no-one is finally dead until the ripples they cause in the world die away—unitil the clock
he wound up winds down, until the wine she made has finished its ferment, until the crop they
planted is harvested. The span of someone’s life, they say, is only the core of their actual

existence.”
—Reaper Man
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Chapter One: A Tourist’s Guide to Discworld:

An Introduction to the Disc, Gendered Magic, and Educational Ideology
“[Discworld] exists either because of some impossible blip on the curve of probability or
because the gods enjoy a joke as much as anyone.”

—Sourcery

“This is a story about magic and where it goes and perhaps more importantly where it comes
from and why, although it doesn’t pretend to answer all or any of these questions. It may,
however, help to explain why Gandalf never got married and why Merlin was a man.
Because this is also a story about sex, although probably not in the athletic, tumbling, count-
the-legs-and-divide-by-two sense unless the characters get totally beyond the author’s
control. They might. However, it is primarily a story about a world. Here it comes now.
Watch closely, the special effects are quite expensive.”

—Equal Rites

“The Discworld is as unreal as it is possible to be while still being just real enough to exist.”
—DMoving Pictures

Swimming endlessly through space and time, a colossal turtle carries on its back four
slightly less colossal elephants, upon which a flat disc—also quite large—miraculously
balances...or so the story goes in Sir Terry Pratchett’s fantastic Multiverse; however, the
bizarre substructure of the flat planet known as Discworld pales in comparison to the
absurdity it supports. Here Death embodies the typical anthropomorphic robe-wearing,
scythe-carrying skeleton, yet he is also a failed banjo player with a particular fondness for
cats and curry; the Disc’s largest city, Ankh-Morpork, often resembles pre-industrial London,
but is ruled by Lord Vetinari, a distinguished graduate of the Assassin’s Guild with a curious
aversion to mime artists; Discworld’s inhabitants create calendars to measure the passing of

time, but instead of names such as the Year of the Dragon, they have the Year of the



Intimidating Porpoise and Century of the Anchovy; elves are ruthless, egotistical creatures—
although they do have style; Dragons have been known to explode out of boredom; gravity is
kept in check by the Auditors of Reality; and Gods (plural, for there are billions) derive their
power and existence from the belief of humans.

Just as the celestial architecture of the Disc mirrors the Hindu myth of Akupara—a
tortoise with a world on its back—Pratchett draws heavily from an extensive variety of
existing narratives, creating a world that is on one hand fantastic, otherworldly, and strange,
yet on the other hand, utterly familiar. Presenting an impressive amalgamation of various
narratives rooted in the minds of modern-day readers, the extensive intertextuality and
cultural relevance of the Discworld series has generated interest in Pratchett’s connection to
various mythologies—Greek, Roman, Norse, Celtic, Christian, and Hindu mythology—both
eastern and western folklore and fairytales, historical accounts, scientific knowledge, and
popular culture references. Similarly, Discworld interacts with numerous archetypal
characters and settings established or promoted by a wide range of authors; for example,
Shakespeare’s weird sisters, Dante’s Hell, JRR Tolkien’s elves, Bram Stoker’s vampires,
George MacDonald’s Fairy Land, Johann Wolfgang von Geothe’s Faust, and the list goes on
(Pyykkonen and Washington 10-23). However, Pratchett’s intertextuality often transcends a
passing reference or allusion since, according to Gideon Haberkorn, “On Discworld, stories
are real. When the human mind processes the world, gives it a pattern, that pattern is real.
The law of cliché is the law of nature” (182). Within this fantasy world, worn-out narratives
and archetypes take on new form through Pratchett’s clever use of parody, wit, and humor,
and beyond providing readers with a good laugh, Discworld exudes a subversive quality by

constructing a space in which these all too familiar stories are questioned, challenged, and re-



written. Haberkorn suggests, “Discworld is not just about recognizing stories and
conventions, using them, playing with them. It is about resisting them...Pratchett uses the
Discworld to explore the role of the words in our heads, and how they control us. And how
we can make up our own” (183-84). Here anything goes. Here there be dragons...though
they are likely chained to a fence displaying a Beware of Dragon sign or wasting away in a
shelter for abandoned pets.

As a melting pot for the collective unconsciousness of contemporary readers,
Pratchett’s Multiverse eludes concise definitions or straightforward explanations, but
gradually takes shape over the course of the prolific Discworld series, currently comprised of
forty novels along with a number of short stories, maps, encyclopedias, specialized ancillary
materials, tourist guides, picture books, quiz books, and one rather eccentric cookbook. Since
the first Discworld novel was published in 1983, Pratchett has experienced remarkable
popular success, with book sales averaging more than three million a year and currently
stands as one of the United Kingdom’s most read authors, second only to JK Rowling
(Smythe, n.p.). Knighted in 2008 for his contribution to literature, Pratchett has been awarded
with the Carnegie Medal, the Margaret A. Edwards award, and multiple LOCUS and British
Book Awards. “[F]or some time there has been a joke that no British railway train is allowed
to depart unless at least one passenger is reading a Pratchett novel” (Hunt 91), and Pratchett’s
ever-expanding fan base presently consists of a variety of ages and nationalities, indicated by
a number of conventions on his works in such countries as England, the United States,
Germany, and Australia.

While Pratchett has long been recognized for popularizing the comic fantasy genre

and admired for his remarkable ability to fuse humor and the fantastic with social and



political commentary, many scholars have noted a discrepancy between his popular success
and the body of scholarship surrounding his works. In the preface to Terry Pratchett: Guilty
of Literature—the first book dedicated entirely to critical approaches to Pratchett, which was
published in 2000, seventeen years after Discworld began—three early contributors to
Pratchett scholarship, Andrew M. Butler, Edward James, and Farah Mendlesohn, believe,
“Suffering under the triple damnation of writing popular, humorous fantasy, Pratchett has
been ignored by academia and the serious press” (viii). Similarly, a number of scholars have
commented on the stigmatization and marginalization of fantasy fiction within the academy,
calling for more serious attention to the genre. As a result, writers like JK Rowling and JRR
Tolkien have become increasingly the subject of critical inquiries, and though Pratchett has
received less attention, the number of theoretical and analytical approaches to Discworld has
grown considerably since 2000.

Despite a growing interesting in Pratchett, the sheer immensity and diversity of
Discworld allows for a variety of critical approaches to the series and the scholarship has yet
to catch up to this prolific writer. Also, though fantasy fiction has gradually become more
accepted in academic circles, stigmatizations continue to surround the genre, deeming it more
fitting for pre-teens and adolescents than the subject of serious literary study. However, in “Is
There Hope for the Humanities in the 21* Century?” Susan Bassnett advises humanities
instructors to shed their prejudices against non-canonical, popular texts and advocates for a
more interdisciplinary approach to literary studies, believing JK Rowling and Terry Pratchett
should grace the reading lists of every English program due to their ability to “cross
boundaries that today’s educational theorists find so daunting” (109). In the 2014 publication

Discworld and the Disciplines: Critical Approaches to the Terry Pratchett Works, Anne



Hiebert Alton and William C. Spruiell remark more specifically on the interdisciplinary
implications of Pratchett’s works, observing that “in addition to such staples as literary (and
non-literary) genre-play, socio-political satire, and commentary on such apparently diverse
areas as economics, mythology, geology, and folklore, [Pratchett’s] oeuvre now also includes
treatments of sports, racism, picture books, and science” (4). Also, supported by a number of
scholars, Gray Kochhar-Lindgren notes, “Pratchett’s fantasy world is supersaturated in
religion and philosophy” (81). Given the complexity of the Discworld series, there seems an
endless repository of implications and relevancies. Yet, despite the plethora of possible
literary approaches to Discworld, certain trends have emerged in Pratchett scholarship, and
more specifically, the various scholars exploring issues of gender, education, and ideology’
provide a basis from which this thesis will build.

In order to adequately address educational ideology within the magical community of
Discworld, an understanding of Pratchett’s unique representation of magic must be firmly
established. Among the variety of Discworld’s colorful characters, witches and wizards play
a central role within the series and offer two opposing conceptualizations and representations
of magic. This dichotomy seems inherent in the fabric of Discworld since the third novel in
the series, Equal Rites, reveals, “One of the unusual aspects of a magical universe is the
existence of opposites” (191). Magic in Discworld is explicitly gendered, and Pratchett’s
witches and wizards demonstrate and even consciously uphold distinct gender separation
regarding magical practice, methodology, knowledge, and responsibility. Discussing the

possibility of a female wizard, Granny Weatherwax—the most respected witch on the Disc—

' My exploration of ideology originally stemmed from a Marxist, and particularly an Althusserian, theoretical
perspective; however, my use and conceptualization of ideology is intentionally free of direct association to any
particular theory or theorist. In the most basic sense, I use the word ideology to refer to systems of meaning and
meaning making.



remarks, “It’s the wrong kind of magic for women, is wizard magic, it’s all books and stars
and jommetry...Witches is a different thing altogether...it’s magic out of the ground, out of
the sky, and men could never get the hang of it” (ER 9)°.

Pratchett’s witches pride themselves on avoiding the actual use of magic unless
absolutely necessary, preferring to rely on the art of “Headology,” their particular brand of
psychology, which derives from the belief that by understanding how people’s perceptions of
the world constitute their reality, a witch can then alter an individual’s reality. Therefore,
witches need not use magic to transform a person into a frog; they merely use Headology to
convince that person they are already a frog. Contrastingly, wizards never hesitate to exhibit
their magical abilities, and their brand of magic “generally consists of illusion, a little
weather-making, fire-balls and the occasional darning of the Fabric of Reality” (Pratchett and
Briggs 244). Janet Brennan Croft has also observed that as wizards flock to the capital city of
Ankh-Morpork to engage in the higher-arts and highly specialized areas of study, witches are
inextricably tied to rural areas—particularly the mountains—seeing to more practical matters
and “practic[ing] the traditional domestic mysteries” (“The Education of a Witch” 133).
While witches typically prioritize worldly or experience-based knowledge over an education
drawn from books, with the occasional witch disregarding books entirely, wizards often draw
their power from magical texts and “without a library would just be fat men in pointy hats”
(Pratchett and Briggs 246). Ultimately, Discworld’s witches are consistently associated with
the female domestic space and wizards with male institutional authority, reinforcing the “the

common male/female wizard/witch dichotomy where men practise intellectual magic using

* While I use full titles when directly referencing Discworld novels, in-text citations for primary texts will
consist of abbreviations. Please refer to the key provided on page 81 for a list of the abbreviations used and their
corresponding full titles.



spells and written wisdom and women practise nature magic using herbs, oral wisdom and a
large dose of common sense” (Hill 94).

Furthermore, gender not only distinguishes but divides the magical community of
Discworld since “wizards consider witches incapable of high magic and look despairingly at
the ‘womanly’ art of hedge witchery” (Pyykkonen and Washington 107), and witches
disapprovingly regard wizardry as little more than an empty display of pyrotechnics. Disdain
becomes the ruling attitude between witches and wizards, furthering the divide between these
magical factions as each side stubbornly refuses to acknowledge the legitimacy of the other.
Take for example the supposed respect the wizard Treatle has for his female counterparts:

I happen to believe that witchcraft is a fine career, for a woman. A very noble

calling...Very useful in rural districts for, for people who are—having babies, and so

forth. However, witches are not wizards. Witchcraft is Nature’s way of allowing
women access to the magical fluxes, but you must remember it is not high’
magic...High magic requires great clarity of thought, you see, and women’s talents

do not lie in that direction. (ER 110)

Although many wizards like Treatle justify the inferiority of witches by suggesting an
inherent deficit of their sex—obviously mirroring the deep-rooted justifications of patriarchy
within our own society—Granny Weatherwax dismisses wizards on more justifiable grounds
by criticizing their irresponsible use of magic and insufferable characteristics. When
conversing through thought with the Theoretical Basis Tree Granny heatedly remarks, “if’
women were meant to be wizards they’d be able to grow long white beards...wizardry is not

the way to use magic, do you hear, it’s nothing but lights and fire and meddling with power”

? Given the frequent use of italics throughout the Discworld novels to delineate emphasis, unspoken dialogue,
memory, and internalized thought, all instances of italics reflect the original formatting unless “emphasis
added” is indicated in the citation.



(ER 31). The seemingly immutable contempt and derision between Discworld’s witches and
wizards simultaneously results from and results in a reinforcement of gender segregation,
creating a domino effect in which gender stereotypes run rampant and women ultimately
become subjected to the all-too-familiar system of patriarchal dominance.

The extent to which gender stereotypes are ingrained in the magical knowledge and
practice of Pratchett’s witches and wizards has led some to label his representation of women
as essentialist and problematic for modern readers; however, though Pratchett’s satire of
traditional narratives often traverses the slippery line between convention and subversion,
many scholars would agree with Karen Sayer’s claim that “none of the witches easily adheres
to the traditional/mythical roles assigned them as either women or witches” (135). Instead,
they constantly question and challenge societal structures, perceptively aware of “the power
of authorship” and determined to create their own stories instead of filling the roles in
someone else’s (Sayer 149). Pratchett’s wizards fall prey to gender conventions just as their
female counterparts, embodying British stereotypical privileged males, exemplified by
Mustrum Ridcully who occupies himself with drinking, playing darts, and duck hunting,
“likes beer with his breakfast of kidneys and black pudding,” and decorates his study with
“stuffed heads of a number of surprised animals” (Pratchett and Briggs 312). Yet, whether
due to their advantages as the dominant norm or plain laziness, these wizards happily cling to
their traditions and comfortably enjoy the benefits of male privilege from their armchairs as
“gradually a picture builds up of old, overweight men whose main activities are sleeping,
eating, and waiting for the next meal” (Hill 96).

In addition to playing off of gender roles, Pratchett’s two distinct magical factions

often cause the wizards and especially the witches to slip into traditional fairytale, folklore,



literary, and popular culture archetypes. While Carrie Pyykkonen and Linda Washington
consider Pratchett’s witches indicative of “the wise woman tradition in folklore” (110),
Jacquelyn Bent and Helen Gavin further consider the three recurring characters of Magrat
Garlick, Nanny Ogg, and Granny Weatherwax as conjuring up the three Fates, Freud’s
concept of the Id, Ego, and Superego, and most obviously, Shakespeare’s weird sisters in
Macbeth (67). Undeniably playing off of Shakespeare’s witches, the sixth Discworld novel,
Wyrd Sisters, consistently takes one step towards tethering these women to the Shakespearian
archetype before hurriedly and stubbornly retreating from such cliché associations.
Throughout the novel, Pratchett teasingly plays with readers’ expectations of the three
witches even from the most basic allusions to Shakespeare, such as the following dialogue
between Granny and Magrat:

“Something comes,” [Granny] said.

“Can you tell by the pricking of your thumbs?”” said Magrat earnestly. Magrat
had learned a lot about witchcraft from books.

“The pricking of my ears,” said Granny. She raised her eyebrows at Nanny Ogg. (WS

11)
The decidedly ditzy Magrat embodies the extent to which readers’ familiarity with the
Shakespearean archetype of witches dictates their identities, yet her superior Granny quickly
dismisses such nonsense as a fanciful notion of a young and naive girl. As a result, readers
are directly made aware of the narratives that influence their own perceptions and
assumptions, then forced to abandon them entirely. Furthermore, many scholars have
remarked on how these three witches conform to the traditional maiden / mother / crone

paradigm. After all, in Witches Abroad they are at one point explicitly labeled as such by a
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rival witch (295). However, while Pratchett plays with the reader’s familiarity with various
archetypes, his witches in many ways defy such simple associations just as they challenge the
gender roles imposed upon them. In Discworld cackling and building gingerbread houses
constitutes madness, Granny Weatherwax owns a broomstick yet finds riding one highly
unrespectable and slightly drafty, and despite popular belief, under no circumstances do
witches take off their clothes and dance in the moonlight—except perhaps the saucy Nanny
Ogg who likes to do all manner of things with her clothes off.

Similarly, wizards on the Disc may evoke the traditional image established by such
figures as Merlin and Tolkien’s Gandalf, since their order expects members “to stop shaving
and grow a beard like a gorse bush” (MP 31), take great pride in their tall, pointy hats, and
come equipped with a staff. Pratchett’s wizards even abide by a mandate of celibacy similar
to the apparent sexlessness of their fantasy brethren such as Gandalf, though within the
context of Discworld, celibacy is practiced for different reasons and provides endless fodder
for puns:

Books of magic have a sort of life of their own. Some have altogether too much; for

example, the first edition of the Necrotelicomicon has to be kept between iron plates,

the True Arte of Levitatione has spent the last one hundred and fifty years up in the
rafters, and Ge Fordge’s Compenydyum of Sex Majick is kept in a vat of ice in a room
all by itself and there’s a strict rule that it can only be read by wizards who are over

eighty and, if possible, dead. (S 10)

Such a passage indicates the tendency for Discworld’s wizards to fall short of their mythical,
folkloric, and pop-culture predecessors, often resulting from Pratchett’s satire of the fantasy

genre’s adherence to the cliché noble, wise man and reliable do-gooder. Instead, the wizards
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of Discworld prove traditional to a fault, dangerously power-hungry, and comically proud
creatures, at least when they can tear themselves away from teatime. And then there is
Rincewind, a major recurring character throughout the series, who despite wearing a hat with
word “WIZZARD” embroidered on it, lacks any noteworthy skills beyond his mastery of
running away and shouting for help. Further undermining the authority and respectability of
Discworld’s wizards through their humorous portrayal, the embarrassing failures of
Rincewind remain a running joke throughout the series: “There are eight levels of wizardry
on the Disc; after sixteen years Rincewind has failed to achieve even level one. In fact it is
the considered opinion of some of his tutors that he is incapable even of achieving level zero,
which most normal people are born at” (S 11). Though pulling basic elements from the
imposing, honorable, and stoic representations of wizards that dominate traditional narratives
and popular culture, Pratchett’s constant satire of their faction presents an utterly substandard
depiction. Consequently, by subverting readers’ expectations and challenging the clichés of
the fantasy genre, Pratchett begins to undermine the dominion of wizards on the Disc.

Incorporating strict gender separation into the magic of Discworld, Pratchett engages
in a complex maneuvering of traditional gender roles and archetypes of wizards and witches,
both of which will play an integral role when examining magical education within the series.
Through their association with the feminine domestic space, this thesis will support reading
Pratchett’s witches as indicative of the Other and reflecting the marginalization of women.
However, their tendency to break free of societal constraints by resisting and rewriting the
traditional narrative of the evil, old hag imparts a subversive quality to the witches, providing
them with an agency capable of disrupting the dominant order. On the other hand, by

adhering to the powerful male stereotype, Pratchett’s wizards represent the dominant norm
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and male privilege within Discworld, yet their failure to live up to the heroic archetype
expected within fantasy fiction ultimately threatens their power and position of magical
authority. Resulting from this established yet complex male / female, wizard / witch
dichotomy, magical education in Discworld correspondingly reflects strict gender separation
and distinction.

The explicit gendering of magic within Discworld unsurprisingly results in gendered
education, with witches and wizards passing on their magical knowledge through
significantly different methods and means. In a 2006 study, Michael Robert Younger and
Molly Warrington note, “In some countries, particularly England, the number of single-sex
schools has decreased dramatically.... However, there has been an emerging interest in the
potential of single-sex classes within coeducational schools, most markedly in the United
Kingdom” (582). Croft connects Pratchett’s representation of gendered education to this
current debate, implying Discworld reflects the growing belief that same-sex education often
provides a more advantageous learning environment since “recent studies show that single-
sex schools and classrooms often produce better academic results” (“The Education of a
Witch” 131). However, the debate between same-sex and coeducation may increasingly
acknowledge the benefits of gendered education, yet the issue remains complex and
multifaceted. Younger and Warrington’s in-depth study in some ways aligns with Croft’s
conclusions, observing the potential for a same-sex classrooms to provide better academic
outcomes; however, their study concludes that “a recuperative masculinist agenda” typically
dominates the desire for segregated classrooms and can lead to disadvantages for female
students if appropriate precautions are not made (614). Though Discworld may illuminate

current trends in educational scholarship, Pratchett’s use of gendered education arises
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primarily from the separation between witches and wizards and is therefore more effectively
explored as a byproduct of these factions’ association with gender stereotypes and traditional
archetypes.

Pratchett directly addresses the issue of gendered education early in the Discworld
series in the 1987 publication of Equal Rites, in which the eight-year-old Eskarina Smith—
more commonly known as Esk—exhibits magical powers more befitting a wizard than a
witch. Unable to control her powers through the guidance of witches, Esk is taken by a
reluctant Granny Weatherwax to the wizards of Unseen University (UU)—Discworld’s
premier institution of magical learning—where she presents an equally problematic
conundrum to the current Archchancellor, Cutangle, who vaguely remarks, “I don’t think
there’s ever been a lady wizard before...I rather think it might be against the lore” (ER 133).
Esk’s presence at UU creates a tumultuous conflict in which the wizards stubbornly resist
accepting her into their order on the basis of her sex, yet the novel concludes with Esk finally
receiving admission to the university and becoming the first and last known female student of
UU. Readers begin to believe Esk’s tale may revolutionize the entire magical educational
system of Discworld and disrupt the established separation of witches and wizards when
Cutangle suggests, “we might allow a few more girls into the University. On an experimental
basis. Once we get the plumbing sorted out” (211). However, the final words of Equal Rites
succinctly disposes of any expectations for change, suggesting that Esk merely signified an
unprecedented exception to Discworld’s strict gendered laws of magic, an exception that
would quickly be erased from the collective memory of UU: “They got it absolutely right and
it would probably have important implications for the university if it hadn’t, next time the

University flooded, been completely washed away” (213). In fact, Penny Hill observes that in
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following novels the entire episode of Equal Rights seems not to have even occurred since
Granny claims she has never been to UU and the possibility of a female wizard again
becomes impossible and absurd. Hill proposes reading Equal Rights as existing “in a parallel
universe to that of subsequent novels” (95), yet after twenty-three years and thirty-four
novels without any further mention of Esk, she finally emerges from the limbo of once-
occurring Discworld characters in I Shall Wear Midnight, providing assistance to the
adolescent witch Tiffany Aching.

In 2003 Pratchett released his second young adult Discworld novel and thirtieth in the
series, The Wee Free Men, which introduced Tiffany Aching, a young girl with a penchant
for learning and an incessantly questioning mind who discovers she is in fact a witch. With
the addition of three more novels, A Hat Full of Sky (2004), Wintersmith (2006), and [ Shall
Wear Midnight (2010), this Discworld sequence follows Tiffany as she rescues her brother
from the Queen of the Fairies, meets Death in her confrontation with a hiver, defeats the
Wintersmith, and vanquishes the Cunning Man. In “Magic, Adolescence, and Education on
Terry Pratchett’s Discworld,” Gideon Haberkorn and Verena Reinhardt analyze Esk
alongside Tiffany Aching, observing how even though Esk exhibits great magical skill, she
lacks the innate knowledge and critical thinking skills associated with witches like Tiffany,
thus reinforcing the gendering of magical knowledge and skill in Discworld. While Equal
Rites concludes with Esk’s admission to UU and deals more with the issues of equal
educational opportunities than her actual education, through Tiffany’s various adventures,
Pratchett presents a first-hand account of magical education within Discworld—albeit a
witch’s education—opening the door for a more comprehensive study of educational

practices within this fantasy world and further illuminating the vast divide between witches
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and wizards. Tiffany’s magical education defies common expectations of contemporary
readers, even readers of fantasy, lacking any institutional presence or standardized
methodology, and instead relies on a number of eccentric witches, rowdy pictsies, a handful
of memories, and a sink-or-swim attitude.

Unlike the insight provided by Tiffany’s subseries, active students of UU have a
comparably minor presence within the series, and often resemble little more than a necessary
component of the university. In Moving Pictures the Archchancellor of UU apparently
forgets the entire existence of the student body:

“I wanted to see you about one of the students, Master,” [the Bursar] said coldly.

“Students?” barked the Archchancellor.

“Yes, Master. You know? They’re the thinner ones with the pale faces? Because

we’re a university? They come with the whole thing, like rats—.” (25-26)

Comparing Tiffany’s emergence as a major Discworld character to the tendency for students
enrolled in UU to be completely forgotten supports reading the educational model of wizards
as unconcerned with benefiting or even acknowledging their students. After all, wizards go to
extreme measures to avoid ever actually having to lecture, and they often treat younger
wizards with contempt, given their “Establishment suspicion that anything new might
threaten their traditional methods and possibly even their livelihoods” (Hill 98). In many
ways Pratchett’s wizards embody an accumulation of the negative stereotypes surrounding
academia, and UU seems to in part function as a means to satirize British institutions of
higher-learning, supported by Croft’s claim that the original purpose of UU was “to put
young men with magical power where their elders could keep an eye on them,” and even

now, the “wizards don’t seem to do much practical magic, and indeed the main function of
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the University is really to keep them from messing about with things” (“The Education of a
Witch” 132-33).

Tiffany Aching’s interaction with her fellow witches stands in direct contrast to the
student-teacher relationships, or lack thereof, and educational environment portrayed by the
wizards of UU. In discussing Tiffany, Croft emphasizes the absence of an institution or
official classroom throughout Tiffany’s magical education, noting how instead of
confinements and regulations within an establishment like UU, Tiffany comes to realize “that
the world itself is her school” (“The Education of a Witch” 134). However, Carrie
Pyykkonen and Linda Washington specify, “life is the great teacher witches depend upon.
But mainly there’s the community of witches from which to learn” (109). The witches never
supply Tiffany with formal training, textbook guides, or academic lectures, yet it is Granny
who tells her that learning witchcraft is “not like school at all. First you get the test, and then
afterwards you spend years findin’ out how you passed it. It’s a bit like life in that respect”
(WFM 361). Similarly, Elisabeth Rose Gruner suggests reading Tiffany as participating in an
“unschooling” or “autonomous education,” which resembles more socialization than standard
modes of learning (229). Despite their relatively hands-off approach to education, the witches
provide Tiffany with the knowledge, skills, and confidence necessary to develop as a witch.
They also maintain a close relationship with their students, unlike the wizards, since the
apprenticeships of young witches consist of them living with senior witches at their cottages
where they spend much of their time performing domestic tasks. While the wizards’ status as
privileged males gives rise to an Ivory Tower mentality exacerbated by their fear of
upcoming wizards usurping their power, the witches’ work closely with their students in

order to instill within them the understanding “that being a witch is all about doing for those
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who can’t and speaking for those who have no voices” (Croft, “The Education of a Witch”
134). From this perspective, witches emphasize the recognition and defense of the
marginalized and submissive, further corroborating their previously mentioned association
with the Other and providing valuable insight into the educational ideology of Pratchett’s
witches.

Stemming from a particular interest in Tiffany’s magical education, this thesis will
explore educational ideology within the Discworld series with a continued focus on the ways
gendered magic results in gendered knowledge and education. By fracturing the magical
community into two distinct factions with their own conceptualizations and methodologies of
magic, I believe Pratchett positions the witches and wizards of Discworld as ideologically
oppositional.

Drawing from the above introduction to gendered magic and education, the second
chapter will present a more in-depth analysis of Pratchett’s wizards and Unseen University,
tracing their associations with the history of the British educational system and observing the
various ways gendered magic affects their educational practices. Recognizing their adherence
to gender stereotypes, ties to British history, obsession with tradition, and position of power
within Discworld, the wizards’ association with male privilege and academic elitism will be
further explored in order to support readin