
velcp haancniously. The mcnient I 
q w b m w d -  
teaching him, he wrote a poetical 
production, the like of which cannot 
ke famd in Fusian literature. 
Therefore, it is my ocnviction that 
we cannot teach children in general, 
and peasant children in particular, 
to write and conpose. All that we 
can do is to teach them how to go 
about writing. 

We cannot teach ch i ld ren  t o  compose; a l l  
we can do i s  t o  teach them how t o  go a- 
bout wr i t ing .  This is  another  paradox, 
and I ' d  l i k e  t o  see  what I can do t o  make 
sense out  of it. 

Now i n  working on t h e  Tolstoy Paradox, I 
do not  choose t o  read t h e s e  passages a s  
ce lebra t ions  of n a t u r a l  innocence, where 
a good assignment replaces  "teacher-spon- 
sored wr i t ing ,  with "student-sponsored" 
wri t ing ,  f r e e i n g  a s tudent  from t h e  f e t -  
t e r s  of an oppressive cu l tu re .  

To l s toy ' s  own accounts of h i s  "method" 
show him g e t t i n g  i n  h i s  s tuden t s '  way 
more than h i s  n a r r a t i v e  would l ead  one t o  
be l ieve .  The prime considera t ion ,  he  
says,  i n  designing a sequence of "themes" 
should not  be length o r  content  bu t  " the 
working out  of t h e  matter." And t h i s ,  
t h e  working ou t  of t h e  mat ter ,  was t h e  
occasion f o r  teaching.  

A t  f i r s t  I cbse Â£ra the i h  and 
inages that presented themselves to 
them such as I considered best, and 
rertained them, and pointed out the 
place, and consulted with what had 
alxeady hen written, keeping them 
frcm repetiticns, and myself wrote, 
leaving to them d y  the clothing of 
the inages and ideas in wards; then I 
a ~ t h e n t o ~ t h e h w n  
choice, and later to consult that 
which had been written down, until, 
a t  last, . . .they took the whole mat- 
ter into their cwn hands (Iblstoy, 
p.224) 

When Tolstoy t a l k s  about  choosing, 
s e l e c t i n g ,  preserving and remembering, he  
i s  no t  t a l k i n g  about "natura l"  a c t s  but  a 
system t h a t  i s  imposed. He, and the t e x t  

h e  has  i n  mind, allow f o r  c e r t a i n  
choices.  The procedure must be learned. 
- 
Derrida has taught  us  t h a t  t h e  Rous- 
seauesque notions of a "natura l"  language 
a r e  a l l  symptoms of a longing f o r  a per- 
f e c t  r e l a t i o n  between the  word and t h e  
t h i n g  it is meant t o  s i g n i f y  f o r  a lan- 
guage t h a t  gives u s  d i r e c t  access t o  the  
t r u t h ,  without t h e  mediation of the  s t u f f  
and baggage of a c u l t u r e ,  f o r  a form of 
understanding t h a t  represents  da ta  raw 
and not  cooked, f o r  a mode of composition 
i n  which th inking and wr i t ing  do not in-  
t e r f e r e  with each o ther .  What comes be- 
f o r e  speech, he argues, i s  wri t ing ,  t h a t  
conventional system, discourse,  t h a t  
i n s c r i b e s  us  a s  we i n s c r i b e  it. There 
is ,  then,  no n a t u r a l  o r  pure language 
because t h e  language we use always 
precedes us ,  belongs t o  o the r s ,  and it, 
and not  t h e  w r i t e r ,  determines what i s  
wr i t t en .  The w r i t e r  does not  w r i t e  but  
i s  r a t h e r  wr i t t en ,  composed by systems he 
d i d  not  invent  and he cannot escape. Our 
language i s  derived,  " s to len ,  " never 
o r i g i n a l .  The ce lebra t ion  of innocence, 
Derrida argues,  i s  not  a denia l  of 
teaching but  a den ia l  of wr i t ing .  

But Tolstoy, i n  h i s  r e j e c t i o n  of ed- 
ucat ion,  does not  r e j e c t  wr i t ing ,  even 
though he f e e l s  t h e  burden of t h e  r o l e  of 
t h e  teacher .  In  f a c t ,  i n  a t e l l i n g  pas- 
sage, he says t h a t  a f t e r  t h e  episode with 
t h e  proverb he f e l t  not j u s t  joy, but  
dread-- 

Dread, because this art made new de- 
nands, a whole new world of desires, 
which stood in no relation to the 
surroundings of these pupils, as I 
thought f i r s t  . 

This i s  t h e  Tolstoy t h a t  gives h i s  s tu-  
dent  "material." A l l  they need of me, he 
says,  is  r n a t e r i a l ~ n o t  penc i l s  and paper, 
not  sub jec t s ,  but  t h e  mater ia l  ( a s  i n  
f a b r i c )  t h a t  i s  woven with t h e  hab i t s ,  
d iscr iminat ions ,  p r e c o n c e p t i o n s ~ t h e  
" s t u f f "  of h i s  ma te r i a l ,  t h a t  is, textu-  
a l ,  cu l tu re .  It i s  exclusive.  It p r iv i -  
leges  some statements a t  t h e  expense of 
o the r s .  It i s  driven by a law of exclu- 
s i o n ~ t h i s  then f i t s ,  t h a t ,  " the  world of 
h i s  pup i l s ,  " does not. A t  one po in t ,  one 



child in a "fatigued, calmly serious and 
habitual" voice comments on his text. 
Tolstoy says, "The chief quality of any 
art, the feeling of limit, was developed 
in him to an extraordinary degree. He 
writhed at the suggestion of any super- 
fluous feature, made by some one of the 
boys. 

Let me put my cards on the table, and 
explain why I want to read Tolstoy this 
way. I think a good assignment teaches 
by interfering. It interferes with a 
student and his writing, but more of this 
later. 

Tolstoy ' s "method"--the method that does 
not teach composing but how to go about 
writing--could be seen to be in service 
of what we now comfortably call the 
'Process" approach to composition 
instruction. If the act of composing is 
beyond a teacher's art, it is a natural 
or mysterious facility, then a teacher 
can at least attend to the behavior of 
composing--to the business of prewriting, 
revising, and editing. This is how I 
take the pedogogies of the "new rheto- 
ric." The tagmemics, the pentads, the 
classroom heuristics~all these are de- 
vices that precede writing. They are not 
part of a project. The nine-fold grid 
may give a new perspective on, say a tree 
(and the metaphor of vision is telling) 
but it does not give a language. What 
happens to the student when he begins to 
write, when he locates himself in a dis- 
course, is that he is caught up in all 
those available phrases about nature, and 
ecology and the pastoral world that turn 
his "vision" into an occasionfor cliche. 

Don't get me wrong. Writing is a behav- 
ior and a good set of assignments teaches 
a student to understand this--to experi- 
ment with varieties of planning activi- 
ties, to take time with his writing, to 
revise (often for the first time) by re- 
working and not just recopying a text, 
and to edit, to make corrections. I'll 
confess, however, that I think most of 
the attention to pre-writing is a waste 
of time, unless pre-writing is, in fact, 
the first act of writing~in Tolstoy's 
terms--the first "working art of the mat- 
ter." Most pre-writing activities, how- 

ever, treat "ideas" as though they 
existed independently of language, of the 
sentences that enact them. And, in my 
experience, students treat these exer- 
cises the way they used to treat outlin- 
ing; they either do them after they have 
written the paper, or they do them and 
then go about writing the paper the same 
damn way they have always written~start- 
ing at the top, working to the bottom and 
then handing it in for a grade. 

Let me go back to Ann Berthoff. Here is 
what she says about Tolstoy and his 
teaching: 

Nothing is needed mare urgently in 
the current reassesanent of what we 
think we have been doing in teaching 
ocirposition than a critical inquiry 
into this cmncept of the s i n n i i w t y  
of thinking and writing, of the role 
of consciousness in cmpsing. 
Ttolstoy's descripticn here is a use- 
ful point of departure for that in- 
quirybecauseitremindsusthatcam- 
posing is both creative and critical 
and that it is an act of mind; it 
cfcesn't just happen; it is conscious 
(Berthoff1 p.89) 

This consciousness is critical conscious- 
ness, not consciousness as it is repre- 
sented by classroom heuristics. It is 
rooted in an act of reading. She says, 
elsewhere in her book, that "writing 
can't teach writing unless it is under- 
stood as a nonlinear, dialectical 
in which the writer continually circles 
back, reviewing and rewriting: certainly 
the way to learn to do that is to prac- 
tice doing just that" (Berthoff, p.3). 
The key words here are "reviewing" and 
"dialectical," and they are difficult 
words to understand. Let me try to put 
them into the context of assignment mak- 
ing. 

I'm concerned now with that version of 
"thinking" which is textual, not mental, 
since it involves reading and interpreta- 
tion ("reviewing") and a use of language 
in service of dialectic. Here's an as- 
signment: It was given to me by a 
teacher at a school I visited as a con- 
sultant. 



Pick a poem that you like. Discuss why you like 
it by analyzing its features rather than defend- 
ing your response. Think before you write so 
that you. produce a coherent and wall-organized 
essay. 

This is the sort of assignment that most 
likely will prove the law of reciproc- 
ity--what you ask for is what you'll 
get. It's poorly written and demon- 
strates, more than anything else, a 
teacher's boredom and inattention, and it 
would be the exceptional student who 
would make anything of it other than the 
occasion for poor writing and inatten- 
tion. There is no indication of how or 
why the fact that one likes a poem is 
dependent on an "analysis of its fea- 
tures ." Nor is there any clue as to what 
it means to "discuss" while at the same 
time not "defending a -response." The 
final sentence, "Think before you write 
so that you produce a coherent and well 
organized essay, " is a not-quite-so-polite 
way of saying, "Please do a decent job of 
this" and it finesses the whole question 
of how "thinking before writing" (making 
an outline? getting one ' s thoughts to- 
gether?) leads to a "coherent, well or- 
ganized essay." There is, however, a 
rhetoric at work here~the rhetoric of 
the controlling idea in service of what 
seems to be an act of new criticism~but 

the demonstration that Tolstoy provided, 
the way he assisted students in a project 
he had begun--and it was his project, - 
belonging to his culture~this assistance 
is missing. The word "analyze," for in- 
stance, exists as an invocation, a magic 
word calling up powers to possess the 
student. It does not belong to the vo- 
cabulary shared between teachers and stu- 
dents; it does not, in fact, belong to 
the vocabulary shared between teachers in 
different academic departments. It pre- 
sumes to tell students to do what they 
cannot know how to do--and that is to 
carry out an act of analysis as it is 
represented by the conventions of the 
discourse of a certain form of literary 
criticism. 

Our assignments are often studded with 
such words~think, analyze, define, des- 
cribe, argue. These words, however, are 
located in a very specialized discourse. 

Analysis, for example, is a very dif- 
ferent activity--its textual forms, that 
is, vary greatly--in an English course, a 
history course, a sociology course or a 
chemistry course. When we use such 
words, we are asking students to invent 
our disciplines, to take on the burden of 
the mindset of our peculiar pocket of the 
academic community. This is not a bad 
thing to do, even though it is cause for 
dread as well as joy. It is why, for me, 
a good set of assignments leads a class 
to invent a discipline, a set of special- 
ized terms (a jargon) and a subject with 
its own privileged materials and inter- 
pretative scheme. 

Because writing--or writing that is not 
report or debate--is the invention of 
such a project, writing is also, as we 
are fond of saying, a mode of learning, 
where learning is a matter of learning to 
use the specialized vocabulary and inter- 
pretative schemes of the various disci- 
plines. To learn sociology--and to learn 
it as an activity, as something other 
than a set of names and canonical inter- 
pretations~is to learn to write like a 
sociologist, for better or for worse. 
Students cannot do this, however, without 
assistance, since the conventions that 
govern a rhetoric do not "naturally" be- 
long to the mind, the heart, reason, or 
the soul. Reason, in fact, is not an 
operative term if one begins with a 
conception of rhetoric. It is metaphor,. 
a way of authorizing one discourse over 
another, but it is not a descriptive term. 

Here is a sequence of assignments that 
offers more by way of assistance in the 
"working out of the matter." It comes 
from a course in 19th century fiction. 

Bleak House 

I. In carder to prqare a paper en the narrative 
in Bleak House, I'd like you to do the following: 

1) locate two passages that, as you read them, 
best characterized the voice and perspective of 
Esther Suranersol as she tells the story. Write 
them out. 

2) locate two passages that, as you read them, 
best characterize the voice and perspective of 
the other, the unnamed narrator. 'Write them 



out. Mtarking primarily frcm one passage for 
each narrator, write a paper that ocnpares the 
way they see the world of Bleak House and the 
way they tell a story. Be sure to look at sen- 
tences as well as sentimeaits; that is, pay at- 
tention to language each uses to locate a per- 
spective and a world. 

Ihen, hen you've dene this, go on to speculate 
about how the presence of twa narrators -1s 
your readingof the story. 

11. I'd like you to look, now, at the first and 
last chapters. WTO gets the first ward and viho gets 
the last word and the difference it makes. What 
difference does it make, that is, to you and yuur 
attenpt to mate sense out of the novel? 

111. Hare is a passage from an essay by J. Hillas 
Miller.  In it, he offers one account for the effect 
on a reader of the presence of the two narrators. 
I'd like you to write a paper that talks about the 
way his reading is different from yours, and about 
what difference the difference makes to you. Be 
,sure, again, to talk about sentences as well as sen- 
timsnts. What, for exanple, does Miller notice that 
you didn't? And what did yuu notice that he leaves 
out? What special terns does he use that you 
dcn't. What difference So they make? 

IV. Ch the basis of these 3 papers, write an essay 
to help us better understand narrative technique in 
Bleak ttuse. Don't feel you have to settle the 
question cnce and for all. Rsmariber, that is, that 
the rest of us are wo-king on this problem too, and 
that we're looking for your help. We're not 
beg innersandwehavea lob inves ted inourown 

projects. 

Often any such assistance is at odds with 
the peculiar rhetoric of the composition 
class, with its obsessive concern for the 
thesis, the controlling idea. When, for 
example, we ask students to write about 
texts, the tyranny of the thesis often 
invalidates the very act of analysis we 
hope to invoke. Hence, in assignment 
after assignment, we find students asked 
to reduce a novel, a poem or their own 
experience into a single sentence, and 
then to use the act of writing in order 
to defend or wsupport" that single sen- 
tence. Writing is used to close a sub- 
ject down rather than to 
put an end to discourse 
open up a project. This, 

open it up, to 
rather than to 
I think, is the 

rhetoric that is "naturaln to our stu- 
dents. If English teachers can have any 
effect on students' writing, it should be 
to counter this tendency. To interfere 
with it. 

The term "interference" comes to me from 
Kenneth Burke, whose writing I admire for 
the way it enacts a constant dissatisfac- 
tion with the thesis. Burke's rhetoric 
is in service of a form of knowledge that 
is not equated with certainty. His sense 
of a dialectical use of language is a use 
of language that allows the writer not 
only to translate "reality"--the subject 
that is only a thing to be written a- 
bout--but also to transcend the conven- 
tional and often oppressive gestures 
built into the history of our language, 
to transcend, then, the inevitable re- 
duction caused by writing. Burke says 

We would d y  say that, over and 
able all, there L.3 iqlicit in lan- 
guage itself, the act of persuasion 
(that dammatien or closing Sewn of a 
subject); and +licit in the per- 
petuating of persuasion, there is the 
need for interference. Par per- 
suasion that succeeds, dies. 

Burke, then, brings me to my last princi- 
ple of assignment making. A good set 
of assignments assists students toward a 
subject by interf ering with their immedi- 
ate procedures for dominating a subject . 
by reducing it to a closed set. Edward 
Said, whose words stood at the beginning 
of this talk, said that writing requires 
the writer to maintain an "obligation" to 
'practical reality" and a "sympathetic 
imagination" in equally strong parts. By 
obligation, he means 

the precision w i t h  which the concrete 
circumstances of any undertaking ob- 
lige the mind to take than into ac- 
count-the obligation not just pas- 
sively to continue, but the ob- 
ligation to begin by learning, first, 
that there is no schematic method 
that makes a l l  thinp &@el then 
second, whatever with reference to 
one's circumstances is necessary in 
car& to begin, given me's field of 

stucty* 



And by "sympathetic imagination," he means 

that to begin to write is to 'Â¥know" 
vhat at the outset cannot be 
known except by inventing it, 
exactly, intenticnally, aubdidactie 
ally (Said, p. 349). 

I have been offering a defense of a se- 
quence of related and redundant assign- 
ments, assignments that define both a 
project and a way of working on a pro- 
ject, assignments that are designed to 
enact for students that there is no sche- 
matic method to make all things simple. 
And I have been arguing that an intel- 
lectual project requires indoctrination, 
assistance, interference, and trust. 

Let me conclude with a passage from the 
poet, William Stafford. 

A writer is not so niL'K-'h scrnaone who 
has something to say as he is scmaone 
who has found a process that will 
bring about new things he would not 
have thought of if he had not started 
to say them. lhat is, he does not 
draw upon a reservoir; instead he 
engages in an activity that brings to 
him a whole succession of unforeseen 
stories, poems, -ys, plays, laws, 
philosophies, religicns, or-but wait! 

Back in school, from the first when I 
began to try towrite things, I felt 
this richness. One thing would lead 
to another; the world wold give and 
give. Now, after twenty years or so 
of trying, I lÂ±v by that certain 
richness, an idea hard to pin, dif- 
ficult to say, and perhaps offensive 
to seme. 

A sequence of assignments is repetitive. 
It asks students to write, again, about 
something they wrote about before. But 
such a project allows for richness; it 
allows for the imagination that one thing 
can lead to another, that the world can 
give and give. This is an idea hard to 
pin, difficult to say, and, perhaps, of- 
fensive to some. 

that knowledge is whatever comes to 
mind. If we have them write one week on 
Democracy, and the next on Pollution and 
the week later on My Most Memorable 
Character, that is what we are saying to 
them. Tell me what comes to mind. The 
writing that I value, that demands some- 
thing of me as a reader, that turns back 
on whatever comes quickly to mind, re- 
quires repeated and on-going effort. 
Students need to work at finding some- 
thing to say. They have to spend time 
with a subject. That, to me, is what it 
means to be a writer at a university. 
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Our students have come to us, however, to 
learn. It is not enough to say to them 
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My discipline is clinical psychology, and 
for the past two years I have taught a 
freshman seminar2 entitled In the 
First Person which introduces students 
to ways of thinking about young adult 
development by asking them to read and 
write about autobiographical texts, most 
of which are written by other college 
students. Two anthologies of first- 
person student writings I have used in 
the course are Peter Madison's Personal- 
ity Development in College, and George 
Goethals and Dennis Klos' Experiencing 
Youth: First-Person Accounts. 

Both the structure and content of In the 
First Person are shaped by my conviction 
that everything we do as teachers has an 
impact on students' personal as well as 
their intellectual development--on their 
growing capacities for autonomous action 
and expression and for intimate involve- 
ment with others. My conviction is based 
on the following assumptions about young 
adult development and about the signifi- 
cance of the role of the teacher: 

(1) Autonomy and intimacy are life con- 
cerns of special importance to university 
students, particularly since attending 

discussicn which led to the ideas in 
this paper, I d d  like to thank Jane ifassinger, 
Judy &scht, Harold Kbm, Jean long, Marvin Parnes, 
Jdnn. W f ,  and my colleagues at the NEH/Beaver 
Cbllege Institute, 1981. Thanks also to my Freshman 
Seminar staxlearts. 

"~reshman~eminaraa-- 
m s e  which d j n e s  -on in English 
axpsition with the study of introductory-level 
mterial in a discipline in the I&ii&nthl Cbllq 

1 at The University of Michigan. 

college is a culturally sanctioned step 
toward social and economic independ- 
ence. 3 

(2) The role of the teacher in a stu- 
dent's development is as a conveyor of 
knowledge, skills, and an approach to 
scholarly work. As a significant adult 
who is not the student's parent, the 
teacher influences students' inevitable 
changes in their relationships with par- 
ents, and the development of their 
relationships with peers, through the 
activities and approaches toward learning 
which he or she requires.^ 

(3) Teachers contribute to students' 

developing definitions of the nature of 
intellectual work and scholarship. They 
can reinforce isolation or collaboration, 
competition or cooperation, anxiety or 
exhilaration in students' developing 
conceptions of these activities. 

(4) Learning to write is paradigmatic of 
student's developmental relationship to - 

3~ Chapter 7 of Childhood and Society, Erik 
Erikscn presents a list of critical life ocnoems 
which emerge at successive stages of develqpnent from 
infancy to old age. While, as Erikson shows, the 
mcern with autonomy begins in early childhood, the 
college situation gives it a special urgency as 
students are ocnfroited with the necessity for 
s x l E h k d  indi~dual effort in the m i d s t  of m d  

^Btar a discussicn of various dimensions of 
the teacher's role see Joseph adelscn, "The ~eacher 
as ttodel,'' in Nevitt Sanford, Ed., The mican 
Cbllege. See also Nevitt Sanford, "The ~evelqxmtal 
Status of the Entering freshman" in the same voluae. 



the collegiate curriculum because, more 
obviously than many other kinds of learn- 
ing, its emphasis on skill development 
and on communication provides a concrete 
analogue to their concerns with autonomy 
and intimacy. Successful writing 
instruction requires the teacher and 
student consistently to evaluate the 
development of the student's thought 
processess, attitudes towards course 
material, and ability to communicate his 
or her understanding to others. 

In this essay, I describe three practical 
techniques for teaching writing that grow 
out of the beliefs and assumptions out- 
lined above, and I suggest their develop- 
mental force for students as persons as 
well as for students as writers. As I 
have said, the task of writing stimulates 
concerns with autonomy and with intimacy 
in the student: During the initial 
stages of composing-- collecting ideas in 
a journal, freewriting, focusing upon 
expression rather than communication-- 
students are most profitably concerned 
with autonomous activity. Yet , in those 
intial stages students are also concerned 
with communicating in their own voices to 
an imagined audience, a process of self- 
revealing, or intimacy. Later stages of 
composing--organizing and polishing-- 
require students to communicate in effec- 
tive voices to a real audience, and to 
address that audience's ignorance of what 
the writers have to say, in other words 
to achieve intimacy. Later stages of 
writing also require students' autonomy-- 
their self-assurance and competence as 
writers who would give precise shape to 
the messages they wish to express. As 
they compose, student writers must learn 
to balance internally the needs for 
autonomy and for intimacy so that the 
impulse behind each concern can be 

satisfied and harnessed to produce 
effective writing. 

In this balancing, it is important first 
for learners to separate initial from 
later stages of composing, and 
contemporary composition theorists help 
with that distinction. In Writing 
Without Teachers, Peter Elbow exhorts us 
to separate the process of creation from 
that of editing. Trying to do both at 
once, a practice typical of students who 
write their papers the night before they 
are due, is, as Elbow says, like trying 
to drive with the brakes on. The advan- 
tage of Elbow's advice is that it makes 
legitimate a stage of writing during 
which ideas are collected and thought 
through on paper, when organization and 
polish can be temporarily forgotten. It 
invites students to experience the parti- 
cular satisfaction of improvisation and 
to separate it from the subsequent satis- 
faction of shaping ideas and perfecting 
langauge. The key to getting students to 
follow Elbow's direction is to require' 
them to do so, to require that they keep 
a journal of ideas and to give them class 
time to write in it. Students have told 
me repeatedly that the requirement of a 
journal introduced them to a useful and 
satisfying tool; in some cases students 
have continued to use the journal on 
their own long after our class was over. 
Of course, simply assigning a journal is 
not the same as teaching students to 
improvise--to collect and manipulate 
ideas. That is another matter which must 
be handled in another way. 

The following technique encourages an 
experimental attitude toward the task of 
gathering material. It is designed to 
give students a sense of control over the 
mysterious process of "getting started" 



and "knowing what to say." 

Technique 1: 5-Card maw5 

I have used Card Draw to introduce 
assignments such as this one: "Write a 
3- to 5-page paper in which you take a 
position on an issue in human relations 
that is related to our class discussions 
and readings or to your own life"; or one 

from my Senior Seminar which requires 
students to research the life of a famous 
person--F. Scott Fitzgerald, Woody 
Guthrie, Fritz Perls--and to begin a 
lengthy psychological case study. The 
materials for 5-card Draw are five 3x5 
file cards per student. Cards are handed 
out one at a time with the following 
instructions: 

Card 1: Write at the tcp of your card: 
"Ore thing I might like to write about in 
my ppr is..." (bhen they have a l l  writ- 
ten that one-sentoenoe statement, have than 
continue with), "hty thoughts en it now 
are. . . . " (After they have finished writ- 
ing have than look back over the card and 
*line det3iI-s that interesting.) 

Card 2: List the details you underlined 
en Card 1, in the form of statements. 

Card 3: Choose one statement from Card 
2, write it at the tcp of Card 3, and 
expand upon it. (After they have finished, 
have them sunmrize Card 3 in one sen- 
tence. ) 

Card 4: Rom the negative of the state- 
merit at the tcp of Card 3, write it at the 
top of Card 4, and expand q c m  it as if 
you believed it. 

5-Card Draw can convince students that 
they have more to say on a topic than 
they first think they do, that they have 
something to say even before they have 
researched the topic, and that they are 
ultimately capable of more complex ideas 
than they can imagine about a topic at 
first. And they might be further con- 
vinced that what they have to say is 
worth revising and polishing before it is 
"handed in." Clearly, the number of 
cards used and the instructions are 
bounded only by time and imagination. 

The generation and manipulation of ideas 
in writing which this exercise provides 
for is one way of teaching students that 
writing advances thinking. In the same 
way, writing can also help students 
interpret primary texts as they explore 
their reactions to material and discover 
what seems worth communicating to others. 

In my Freshman Seminar, "In the First 
Person," I require students to evaluate 
their many complex and contradictory 
reactions as they learn to interpret the 
thoughts, feelings, and motives of young 
adults from autobiographical accounts 
they read. As students learn to evaluate 
and to interpret, the instructor is 
crucial in two ways: 

(1) In helping students gain and use 
psychological knowledge to make infer- 
ences about human personality and 
development. 

(2) In validating those processes of 
inference which students bring to class 
from their prior formal and informal 
learning. 

Card 5: Put the last sentence en Card 4 
in the form of a statement, write it at 
the top of Card 5, and expand upon it. 

1 Students ' interest in psychology is 
grounded in inferences they have already 
made about themselves and others in their 
life-long activity of organizing and 
making sense of the social world. To 
build upon students' native interest 
requires instructors to help them eval- 

'I was first introduced to this technique by uate what they already believe in the 
Professor Gerald Belcher, an historian at Beaver light of what others~experts and peers-- 
College. also believe. 



Technique 2: Writing and Thinking 

The diagram below is intended to instruct 
students about the logical and psycho- 
logical status of their own and others' 
interpretations. It helps them sort out 
the inferences they make about the lives 
we study in class and to recognize the 
data, or evidence, on which those infer- 
ences are based. A major task for begin- 
ning students is to evaluate the extent 
to which an inference is based on their 
own experience and the extent to which it 
is based on the details of the text. The 
diagram helps students write and think 
about the sources of their inferences . 

Assunpticns '<Ã‘> Feelings 

The diagram shows that the sources of the 
inferences we make about others--about 
their thoughts, feelings, motivations-- 
can result from our own feelings and 
memories, from our assumptions about the 
way the world works, and from the details 
of the text. Each of those sources of 
evidence receives support, or backing, 
from our own experience, from the avowals 
of others (consensus ) , and from the opin- 
ions of experts, including those who 
formulate psychological theory. Further- 
more, as the double arrows indicate, each 
category influences every other cate- 
gory. For example, just as our assump- 

tions about life influence our selection 
of relevant details of a text, so our 
assumptions are influenced by unexpected 

and convincing details of a particular 
life. 

With the aid of this diagram, I give 
writing assignments which ask students to 
separate their inferences from the 
evidence for those inferences, and to 
write about both how they evaluate the 
life they are studying and why they 
evaluate it as they do. A typical begin- 
ning assignment is to have students 
divide a notebook page into two columns 
labeled "Details" and "Reactions." As 
they are reading a first-person account 
they are to note their reactions to the 
account and to cite the specific details 
of the text which led to that reaction. 
They are then asked to write about why 
that detail led to that particular reac- 
tion and what that reaction leads them to 
infer about the person who wrote the 
account. For example, while reading the 
case of Cindy (Goethals and Klos, pp. 
28-41), a student noticed that she was 
reacting with anger toward Cindy and that 
her anger correlated with details of the 
text in which Cindy describes conducting 
her personal life in accordance with her 
mother ' s wishes (for example, breaking up 
with boyfriends at her mother's sugges- 
tion). The student's feeling reaction 
was influenced by memories of struggles 
with her own mother and by her assumption- 
(backed by many other students in the 
class) that Cindy was old enough to make 
up her own mind about whom to date. The 
inference which resulted from these 
sources of evidence was that Cindy was in 
a relationship of destructive dependency 
with her mother. 

Another typical writing assignment asks 
students to explore a general assumption 
such as the one above that asserts that 
someone Cindy's age should be old enough 
to make his or her own decisions about 
dating. In a class of young adults in 
which the topic is young adult 
development, such assignments lead to 

6~ developed and modified this diagram based lively debate and learning that advances 
upon students' reports of their own experiences social as well as intellectual 
reading autobiographical materials. development. 
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Technique 3: Coherence, Glossing, and 
~lue' 

The final technique teaches students to 
analyze their writing closely for coher- 
ence by requiring them to detect cohesive 
devices in each other's work that bind 
together sentences and paragraphs. 
Having students comment on each other's 
writing introduces cooperation in intel- 
lectual work that students in my classes 
have carried outside of class and into 
other learning situations. In addition, 
the experience of critically reading each 
other's writing facilitates their growing 
ability to criticize their own work. 

For this exercise, students trade papers 
and are instructed to divide a notebook 
page into two columns, labeled "Main 
Ideas" and "Glue." Beginning with the 
first paragraph of the paper they are 
analyzing, students are instructed to 
abstract each sentence into its essential 
idea or ideas, then to number the ideas 
by the sentence in which they occur, and 
finally to list them in the first 
column. In the second column, students 
list the cohesive devises (glue) that 
make each pair of sentences cohere. A 
few sentences from a freshman student 
paper and their analysis by another 
student are presented below. (The woman 
referred to in the example, Anne Moody, 
was a sharecropper's daughter who became 
a civil rights activist and wrote the 
autobiographical Coming of Age in 
Mississippi.) 

(sl) Anna VSooSy was influenced greatly by 
her mother, whether she knew it or not. 
(s2) She was also influenced by her 
social situations which were enforced, 
often unconsciously, by her mother. 
(s3) Cte of the most prantnent aspects 
of this oones in the form of the social 
rules and distinctions that bath the 
Blacks and Whites were expected to 
follcw. (s4) One of the more . . 
outstanding distinctions was that of the 
interrelations between Blacks and Whites. 

7~ have adapted this technique frcm ideas 
presented by Ann Bertoff during her visit to the 
B~glish Cmpmitia -dl sepbker 29-30, 1981. 

Main Ideas Glue - 

of influence and of 
mother's 
mvolva'nent. 

Social situation influ- 

forced it. wit: Soc ia l  

rules as instance 
of social situaticn. 

Ihites as an exanple. @cSic ~ mre 
specific: Riles of 
interact-icn as 

R i l e s &  -P 
betweenBlaCks&*tes rules. 

This example, illustrating as it does the 
identification of "repetition" and move- 
ment from "general to specific" as 
cohesion for this text, advances an 
hypothesis about the author's thought 
process and can provoke a discussion 
which ultimately facilitates the process 
of revision. In such a discussion 
students are also instructed to judge the 
value for the author's intent of the 
cohesive devises he or she has used. 
Thus, Technique 3 advances students' 
skills of con'structive criticism and of 
collaboration as it focusses on devices-- 
ideational or linguistic~that affect the 
clarity of the author's message. In 
addition, it demonstrates a connection 
between learning to write and learning to 
read that can be applied across the ' 

curriculum. 

The teaching of writing is a paradigm for 
diverse processes of instruction as it 
raises life concerns typical to the 
development of young adults. The central 
concerns with autonomy and intimacy are 
addressed by each of the techniques 
explained above as they (1) encourage 
students to exercise and reflect upon 
what they already know about the social 
world; ( 2 )  develop competencies by 
imparting new knowledge and skills in a 
way that makes sense to students in terms 
of their prior learning; (3) create an 
intellectual and social environment in 
the classroom in which students can 
develop trust in their own capacities and 



i n  
and 

each o the r  through exchanging ideas  ~ & d k m ,  w, m q  -1- 
helping each o the r  learn .  *, Beading, tessachusetts: --Wesley 
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Folklore and/ of the Research Paper 

Helen Isaacson 
English Composition Board 
The University of Michigan 

When I first began to teach folklore I 
had already been teaching writing for a 
long time. I had become aware that there 
had taken shape in the composition class- 
room what folklorists call a monster leg- 
end. A group of stories, rumors, and be- 
liefs had developed and clustered around 
that piece of writing usually assigned by 
composition teachers as the final project 
of the semester: the research paper. 

Students envisioned this final effort as 
monstrously large: four or five times 
the size of an ordinary paper; as terri- 
fying: it could determine the final 
grade; as supernatural: humans had bet- 
ter learn the proper magical formulas-- 
"Single-space within the footnote, dou- 
ble-space between the notes1'--if they 
wished to survive. Above all, it was 
mysterious: What was the meaning, the 
purpose, the very nature of the Thing 
called Research? 

Research becomes less fantastical if we 
examine how researchers in a particular 
discipline work. I ask the members of my 
folklore class not only to read about 
what folklorists do, but also to become 
folklorists, to conduct original research 
in the field. 

My students collect items of folklore 
from "informants" or "tradition bear- 
ers''--f riends, family members, col- 
leagues, or strangers who have some lore 
to pass on. The lore can be stories, 
songs, jokes, riddles, beliefs, customs, 
or any of the long list of items that 
interest folklorists. As collectors, 
students use a variety of techniques and 
sources to learn as much as possible a- 
bout the function and context of the 
lore. They have collected such wide- 
ranging materials as: "Haunted House 
Tales, " "Pregnancy Lore, " "College 
Pranks," "Theater Folklore," "Traditional 
German Recipes Spanning Four Genera- 

tions," "Cures for the Common Cold," "Su- 
persititons of Athletes," and "Place Leg- 

ends of Ann Arbor's Arboretum." This 
collection project enables students to 
learn about research as they engage in 
the complex of thinking/inventing/inves- 
tigating/writing activities that comprise 
the research process. 

Students begin the process by choosing a 
topic, which I ask them to discuss with 
me to ensure that the project has a rea- 
sonable scope and a clear purpose. Often 
a student has a personal reason for se- 
lecting a subject: "I want to learn how 
and why the religious beliefs of my fam- 
ily have changed over four generations," 
or, "I want to understand a very strange 
series of occurrences that made certain 
members of my family conclude we might be 
living in a haunted house." From his or 
her statement of purpose, the student 
researcher develops a series of questions 
and one or more hypotheses. These ques- 
tions and suppositions determine the par- 
ticular research to be done. For ex- 
ample, the student who wished to under- 
stand her family ' s religious views decid- 
ed to interview family members about how 
they celebrated or remembered they used 
to celebrate the religious holiday of 
Passover. As the research progresses, 
students' questions or hypotheses may 
change, be added to or discarded. The 
student whose house was the scene of ex- 
traordinary events speculated at one 
point that her home might have been dis- 
rupted by a poltergeist. 

At any stage in their investigations stu- 
dents may discover they need information 
from secondary sources. I suggest that 
before beginning their fieldwork they 
read background material on their subject 
in order to feel more confident and be 
more competent to do their observing and 
interviewing; check a fieldwork hand- 



book1 to help them develop a set of 
questions and a plan for getting the most 
useful material from informants; and read 
selections from an archive I maintain of 
student collection reports. The archive 
not only offers ideas and models to stu- 
dents beginning their research but also 
assures them of a potential audience of 
future researchers. 

The assignment sheet2 I give students 
offers a model for the written research 
report, but students may adapt the model 
to suit their own needs. Indeed, the 
form of the research paper both shapes 
and is shaped by the complex of activi- 
ties that comprises the individual re- 
search process. 

-̂suggested reading for doing folklore field 
work: Kenneth S. Galdstetn's A Goide for Field 
Mtarkers in Folklore (Hatborn, Pa. : Folklore Associ- 
ates, Inc. , 1964) renains the classic in the field. 

Analysis, Pre-Field Prepratien, and Rapport Estab- 

Folklore and Folklife (Uliversity of Chicago Press, 
1972) is an excellent collection of essays and in- 
cludes advice en Collecting Oral Literature, Beoord- 
ing Material Culture, and Rsoording Traditional 
Misic. Barre Ttoelken's Ihe Dynamics of Folklore 
(Boston: H O U ~  Mifflin do., 1979) includes 
ticns en Being a J?AJCiorist and en Folklore ~ e -  
search, plus a very useful nearly-verbatim "Field- 
work Transcript." 

ously shared with me her ideas and materials for a 
collection project when I began to teach folklore. 
Teachers interested in using folktales in their 
classes should consult the anthology she edited with 
Gilbert B. Cross, Mbrld Folktales: A Scribner 
W c e  CoUstien, ~IWI m a  amedixs on *- 

"Folktales in the Elementary Classman" and "Folk- 

Prose Narratives 
folktales, legends, nenorates, myths, 
jokes, anecdotes 
Folk Poetry 
rhymes, toasts, etc. 
Folk Scngs 
Proverbs 
Riddles 
Folk Speech 

sinIi3.s and ~ s ,  alrses, 
the dozens, etc. 

MusicandDance 

11. Traditional KrockxAs and Processes: Arts, 
Crafts, Architecture 
A. Visual Arts 

such as Pennsylvania Dutch deoor and 
d=.kPs 

B. Crafts 

quilts, toys, furniture, etc. 
C. Architecture 

b-I - 1  fenoeposts, etc. 
D. Poods 
E. Occupational Techniques 

fanning, fishing, hunting 
F- Instruments 

fiddles, dulcimers, special tunings, 
picking styles 

III. Tladitialal Pitti-: Beliefs and rmod&ed 
Custcci and Ritual 
A. Folk Madicine 

B= ===QwP= 
C. Taboos 
D. Magic 
E. Festivals 

(and the costumes, food, dances, 
narratives, etc. associated with them) 

PLE2cx mm: 
Tens above list is, of course, tnocnplete. 



to ask yuur informants. 
4. w - w h e b  
t h  pject. Try a& m of the 
questims rn yuurselfI m yuur friends. 
m ycur first intfxn?iw with the i n f m t  
p krm bst and feel mst adortable 
with. 
5- mite up * pject  (see mdel 
wsm). As p writeI y m  m y  find p 
need to cb addithal field or library 
l2s3xch. 

1. Title pa*. Pleast? m in t b n  

*es of this pa*. I will ?T?Ixtn - 
withamrm~ardgrade. K e p a a q y o f  
w u-hss P 5E=w -I 

W p p M i n & a a @ d  
the m v e s .  
2. m b I . e o f ~ .  
3. -0 Explain khat p l  have 
triedtoaI c k s u 5 . h  the q r a p p  are 
studying# give local history. sâ‚ 

lore. 
4. tkzxd@m of Field -, 
hief narrative of general ~ l l ~ g  
~ e n c e s I  @lasI etc. 
5. PIqer  - of Infa?mmts- 
(see i n f m  sheet). 
6- aI (see all-& 
sheet). 
7. of v t a t i v e  
sanples of the lore p have mll& 
lm@t= with w W - I  - I  

c2harlsI etc. yx h. 
80 Of WadilACnS O i L k ~ t d .  
A M m C J h  p m y  refer to seccn&q sa3rces 
in yuur analysisI remmkr that yaw lmin 
j & h t o d * e t h e r m d a m p h a v e  
mlleckd. Y m  w d  sort ar catec&z.e 
m - h m & w m y d  
discuss the functim of the mterial. Vhy 
& the jnf- Cb thisI keliew *I 

ramhr this? Fkm dxs this fit into 
theirlives? w h y ~ t h i s k i n d ~ ~  
cxmtinue b exist? Lmk for a pttmm. 
9. -of-&-- 
m terials axlsulw. 

When term after term I found the research 
reports submitted by my folklore students 
so much more enthusiastically and compe- 
tently written than the research papers 
of my composition studentsI I decided to 
bring folklore into my composition 



coursee3 I hoped that by assigning my 
composition students some modified ver- 
sion of the collection projectl that none 
the less leads them through a step-by- 
step process of inqiryl I could make the 
Monster Research less mysterious. 

I begin by conducting a workshop on col- 
lecting techniquesl and then students 
practice interviewing each other before 
going out to collect information from 
friendsl roommatesl fellow workersI and 
others. I use data collected by the 
class to teach such skills as classifica- 
tion-division and basic elements of anal- 
ysis. For my composition students I 
limit the choice of lore they study to 
superstitions and folk remedies since 
these items are among the easiest to col- 
lect. One of my students collected 
theater superstitions from members of her 
drama class; a hockey player collected 
superstitions about winning and losing 
from his teammates; several students col- 
lected cures for colds or hangovers. 
These students became actively engaged in 
their research; this is too often not the 
case when students do only library re- 
search for a traditional term paper as- 
signment. The following is a composite 
sequence of several exercises and as- 
signments for using folklore to teach 
research and various writing skills as 
well. 

31 was enmuraged to give a foMore assign- 
mnt in a am-se in mglish a n p s i t i o n  by the enor- 
nmsly ,sAxXeSful lxs3iLt.s that follaed E l i &  
Wigginm's decision M send his high s&col English 
class & lm find and m r d  t r a d i t i d  mterials 
in the are3 of R&m capl Georgia. The ~~ of 
the articles the students write and edit, Et.dhl 
cfxtjnues to flcurishI and anI3-Dlogi.es of Selectim 
Â£ru the mgxzknes cmtinm to find a miss audience. 

able all amxmd then. 

. dn-n f icbor  MsS,  31 718% 

Sure-fire hiccups cures 
By Joe Graedon 

Q - At a h e r  p a y  the other nigbt I got an embarrassing case ot 
hiccups. and 1 went though a real torture treatment. Everybody and - - 
tbeir b c l e  had a difterenicure: 

One person had me glugging water until I spilled it, another one al- 
m& d toca t ed  me making me breathe out of a paper hag, and one 
man gave me a bear hug guaranteed to cure my hiccups - or break 
1-1 my ribs. N W g  worked. so as  a last resort they 

all outdld them&lves trying to scare the hiccupi 
out of me. 

piease tell me, IS there a w e f i i e  s i m ~ l e  cure - forthe hiccups? 
A - You came to the right place with thii question. I've got three 

dandy hiccup cures so if one tails you can always fall back on another 
and they're a lot less traumatic than the misery your friends put you 
a w .  

My favorite and most s u c ~ f u l  remedy is the spoonful of sugar 
trick. Swallow a teaspoonful of dry, white granulated sugar. R e  
-be= th&e that the sugar granules stimulate the phrenic 
nerve In the neck and i n t e r ~ p t  thehiccup reflex. 
U that ''surdiie'' treatment faik twice, you cwld try the vinegar 

cure. A jigger of vinegar down the hatch should do the job. But if that, 
too, talk short, the latest remedy I've discovered requires a lemon 
wedge well w e d  with Angostura bitters. Gobble it down quickly 
(without the rlnd) a d  watch those hiccupsdisappear. 

Lest you thlnk these treatments are a little welrd or no better than 
your friends' attemp&, we a- you they all come from the presti- 
gious wgesof the New England J o m a l  of Medicine. 

4. Held wxlc. sbldt3lt.s 93 a x t s L *  tihe 
c l a s m  M cb field Kirk (*ey E m & h r ? s  

like tm Kuk in pairs). Mkmmts can kX-3 

friendsl familyl mmbxs of I3xxi.r theaterl 
athleticl or mial grcups. 
5- ~~ 
mu- by the cl.aSs serves as mteridl 
for a class msim m clmsificatim- 
divisim. 



60 !h O A h d n g  -0  Class 
sessicn cn narrative writing. Assigrmnt: 
mite a short narrative of ycmr wllezthg 
eqerience *t %mild mala? a suitable in- 
tro&&icn to your mlleztirn of lore. 

The relative success of folklore col- 
lection assignments is due surely to a 
number of reasons including the charm of 
the subject and the step-by-step ap- 
proach. But it is due mainlyI I believeI 
to the nature of original field re- 
search. Such research gives the investi- 
gator--professional or student--the awe- 
some responsiblity of collaborating in 
the creation of the primary source mate- 
rials; the quantityI the scopeI and the 
quality of the data depend upon how com- 
patible a working relationship exists 
between interviewer and informant. Such 
research gives investigators control over 
the source materials; when they evaluate 
and analyze their dataI they work as 
'lexpertsl' with interviews they have con- 
ducted and materials they have col- 
lected. Indeed this sense of control and 
authority may be the key element in pro- 

viding students with a successful learn- 
ing experience. 

krsm, Richard M. Fbllclore and F b U e .  
Chicacp:  Wversity of CkLcacp PressI 1972. 

mldstein, Wnneth S. A W& for field Wrkers in 
Fblklore. HatbmI Pk Fb-e 
Incat 1964. 

An invaluable kook for folklore wl- 
lectors. It c c n w  inprtmt chaptem m 
problem statemmt and analysisI -field 
prepraticmI and establishhg rapport. 

A great help lm anyme who wants to under- 
stand the m k  of being a folklorist. It 
includes a secticn cn folklore research and 
a v e q  useful mly-=bath fielckrk 
transcript. 



Moral and Social Inquiry 

Robert Coles 
University Health Service 
Harvard University 

In the middle 1970's I returned to Cam- 
bridge from New MexicoI where I'd been 
living in order to work with Indian and 
Spanish-speaking children. I had fin- 
ished over 15 years of "field workIW1 an 
overall effort to understand how various 
Americans live: Southerners of both 
racesI caught up in a region's particular 
social conflict; the people of Appala- 
chia; migrant farm families; the Eskimos 
of Alaska; and the above-mentioned fami- 
lies of our Southwest. As I did my re- 
searchI I began to realize that my train- 
ing as a child psychiatrist, for all its 
worthI was not proving to be the mainstay 
of my work. 

To be sureI I was having conversations 
with many childrenI and through the spo- 
ken word as well as their various artis- 
tic productionsI learning a good deal 
about their worries I fears I hopes. But I 
was not working as a clinicianI to whom 
families in psychological distress had 
come in search of clarificationst if not 
consolation. I was an observer who was 
trying to learn how lives are lived--how 
ordinary men I women I children make do I 
year in and year out. I required a lan- 
guage of ironyf of ambiguityI of paradox, 
of inconsistencyI and yesI of mys- 
tery--because the individuals I was 
meeting did not readily lend themselves 
(in the character of their everyday 
actions ) to the categorical 
approximations of the social sciences. 
The apparently strong turned outI often 
enoughI captives of their very 
strength--unable to mobilize a necessary 
sense of vulnerability or alarm that 
preceded changes of mind and heartI and 
not leastI deed. The quite obviously 
hurt and downtrodden sometimes showed 
astonishing guile--moments and longer of 
candor and personal resourcefulness. 
Again and again I recalled George Eliotls 

Middlemarch: the novel as a wholeI and 
as a convenience to my mental lifet the 

astonishing three-paragraph "prelude, " 
with its references to "blundering lives," 
and the "inconvenient indef initenessl' in 
which the author characterizes not only 
lithe natures of womenI'' but all of usI 
whose "limits of variationI'' she lets us 
knowI "are really much wider" than we are 
commonly inclined to believeI no matter 
outward appearancesI or for that matterI 
the results of these inward (psychologi- 
cal) probes we of this century hold to be 
so significant and revealing. 

I was askedI in 1976# to consider teach- 
ing an undergraduate course at Harvard. 
I'd helped Erik H. Erikson do soI off and 
onI in the 19601sI while I worked in one 
of Bostonls ghettos and in a nearby work- 
ing-class community. I1d also taught a 
freshman seminar--using James Agee's Let - 
Us Now Praise Famous Men and George 
Orwell's Road to Wigan PierI two books 
whichI in my experienceI provoke a per- 
sistently thoughtful response to the 
moral confusions and hurdles generated by 
social inquiry. Now I had to choose 
enough books to make up a reading list 
for a semester-long coursef and so doingI 
figure out why I expected those particu- 
lar books would workI and what order to 
ask the students to read them. In a 
senseI I began to realizef I was not only 
engaging in an abstract or intellectual 
effort. Teachers are performersI with 
all the attendant risks of exploitative 
narcissism--in George Eliot's unforget- 
table phraseI "unreflecting eg~ism.~ 
Teachers are also inclinedf through their 
reading listsI to make a strong personal 
statement: what they value enouch to want 
to press upon others. Put differentlyI 
there is a strong subjective side even to 
the most objective elements in a profes- 
sor's working life. As my wife (also a 



teacher) observed# watching me struggle 
with the matter of this novel against - 
that one: "We are parading ourselves 
with those readng lists; inevitably# we 
are showing off :" The sin of pride isI 
she and I assumeI not merely a familiar 
phrase of the BibleI or The Book of Com- 
mon PrayerI but something terribly near 
at hand for all of us; and so one hopes 
that the books in a course brazenly dedi- 
cated to "moral inquirym1 will not let 
that intimacy go unnoticed--by a teacher# 
never mind his or her students. 

One theref ore girds oneself before a 
somewhat Augustinian conscience# and 
plunges on. The first section of the 
course I teach at Harvard CollegeI titled 
"Moral and Social InquiryI*' is called 
"Direct Social Documentation: The Liter- 
ary and Journalistic Tradition. '' Its 
essence is twofold: Agee's account of a 
personal pilgrimage to Alabama--a piece 
of lyrical prose that isI quite simplyI 
sui generis; and Orwell's remarkable evo- 
cation of the mining life in 1930's Eng- 
land. A biographical film by Ross Spears 
titled Agee I and the well-known Harlan - 
County USAI by Barbara KoppleI spell out 
visually some of the issues the reading 
explores--in sum# the complex personal 
and moral issues at stake when a rela- 
tively well-off outsider (full of that 
mixture of curiosity and ambition which 
prompt so much of our work) crosses var- 
ious social and economic barriers in or- 
der to try to learn about a given 
"them. '' The psychological hazards are as 
real as the more objective ones. ~ 0 t h  
Agee and Orwell let us know what to ex- 
pect : distrust from others # yes # but 
plenty of self-doubt# no little amount of 
frustration or gloomI and not leastI a 
kind of bitterness thatf not rarelyI 
finds an outlet in an animus directed at 
one's own kindf hence the pages of sear- 
ing scorn Agee and Orwell direct at var- 
ious intellectuals. 

Our next segment is called "Ordinary 
Americans# So-called Working-class Men 
and Women: Several Angles of Vision." 
The major "angle1' is that of William 
Carlos Williams: his long peomf Paterson 
(Parts One and Two) I and the novel White 

MuleI the first in a series known as the 
Stecher Trilogy. Williams1 continuing 
attempt to learn Americals 20th century 
language at the knees of his patients and 
dear friendsI the occupants of Paterson's 
tenement buildings I serves to jolt our 
students--confuse and inspire them both. 
He reminds many of us of our social ori- 
ginsI remote or immediate--what we tend 
to want to forget (go to college to for- 
get:). He is merciless with snobbery and 
academic pomposity# and merciless with 
his own kind of arrogance# the hauteur 
that a busy doctorf a successful writerI 
can mask with a self-justifying apologia# 
a slyI disarming veneer of humility. He 
rouses the students I awakens thei; sen- 
ses--eyes and earsI but their moral 
sensef too. So does Tillie OlsenI whose 
four stories which make up Tell Me A fid- 
dle are a high point for many young men - - 
and womenI trying as they are to figure 
out (as Tillie Olsen still, wonderfullyI 
is trying) what to do in this lifeI under 
which moon or sun. A finalI marvelous 
pair in this section: John Baskin's New - - 
Burlington# a gem of an American memoir 
(the ruralI Midwestern life of the early 
20th century) and the first volume in the 
well-known series "Foxf ire Books I where- 
in the simple (and very elegant and pre- 
carious) dignity and intelligence of a 
certain kind of farm and small town 
Southern life is finely sketched through 
anecdotal reportage I "oral histories I I1 
essays. Two films done by James Agee and 
Helen Levitt help out here: "The Quiet 
Onen and "In the Street.I1 

Next comes nWays of Seeing RaceI'' borne 
by two major American novelists: mlph 
Ellison# whose Invisible Man is the oc- 
casion of much discussion# indeed; and 
Flannery 0' Connor I whose stories "The 
Artificial Niggerl' and "Everything That 
Rises Must Convergem1 and "The Displaced 
Person" offer quite another view of 
"racefl' perhaps one best (certainly most 
briefly: 1 described as sub specie aetern- 
itatis. The film Nothing But a Man works 
quite well with Invisible ManI and a sen- 
sitive version of "The Displaced Person # '' 
by Glenn JordanI helps bring that short 
story closer to many students. 

We then move on to llIntellectuals and the 



Religious Search, " with Georges Bernanos' 
The Diary of a Country Priest (we show 
the Bresson film of that novel), Dorothy 
Day's autobiographical The Long Loneli- 
ness, and selections from the writings of - 
Kierkegaard and Simone Weil. The last 
two are thorny, if not cranky, essay- 
ists--self-appointed outcasts from con- 
ventional Christianity. Dorothy Day, 
whom I loved so much, and whose work and 
writing have meant a lot to me, tells 
what an American woman could end up 
doing--being. The Bernanos novel has 
been one of my favorites for years; I 
scarcely could imagine teaching any 
course without it: These writers, to- 
gether, bring all the revolutionary fire 
of Christ's life and example right to our 
front door--His passionate embrace of 
"the lame, the halt, the blind," the 
poor, the "rebuked and scorned," the ter- 
ribly odd and the outlawed, and His un- 
nerving admonition that He came to un- 
settle us, to challenge us ehtically in 
every possible way, hence the absurdity 
of so much contemporary religion: an hour 
on Sunday in a nice building! 

How do we live our lives? To what moral - 
(yes, spiritual) purpose? In "An Amer- 
ican Kind of Existentialism," the writing 
of Walker Percy serves as a means of such 
inquiry, such introspection: his novel 
The Moviegoer, and his startling, sugges- 
tive essays that comprise The Message in 
The Bottle. The film Five ~ a s y  Pieces, 
warts and all, fits well with Percy's 
kind of dramatic, searching examination 

of late 20th century bourgeois American 
life. I use slides of the Gauguin trip- 
tych, titled (in translation) "Where Do 
We Come From? What Are We? Where Are We 
Going," and find that, so doing, a French 
painter's Tahiti artistic triumph, con- 
nected to his urgent, end-of-life philo- 
sophical ruminations, activate mightily 
any number of youthful seekers~those 
whose journey, unlike that of Gauguin, is 
just starting. 

And finally, with a somewhat portentous 
title of "Historical Change: Moral, Psy- 
chological and Social Complexities," we 
approach three great Victorian novels: 
Eliot's Middlemarch; Hardv's Jude the * - - - ~  - ---- 

Obscure; and Dickens' Hard Times. Why - 
these three? Oh, because they are so 
strong and persuasive, so wise, so full - 
of moral energy, so hard, once read, to 
forget--and so preferable in their "way 
of seeing" to that of today's jargon- 
cluttered, flashy, imperious, overwrought 
and ultimately banal social science 
texts. Lord, if by the end of this 
course a few American young men and women 
(and with them some older graduate stu- 
dent "section people, " and a middle-aged 
teacher) end up spiritual kin of George 
Eliot's~willing to settle for her re- 
strained yet vibrant good sense, her mix 
of passionate concern for others and 
ironic detachment about our natural limi- 
tations as human beings~then one dares 
say that a particular college course will 
have done, as it is put down South, 
"right well. " 



Beyond the Graces and the Muses 

Rudolf Arnheim 
Department of Art History 
The University of Michigan 

Good hostesses are familiar with the rule 
that the number of guests invited for a 
dinner party should be no smaller than 
that of the Graces and no larger than 
that of the Muses. If the guests are 
fewer than three, they will be deprived 
of the variety that should animate a soc- 
ial gathering; if they are more than 
nine, the group will lose its unity, and 
some of its less forward members will be 
left on the sidelines. 

Teachers are rarely in a position to ap- 
ply this rule. If, at a university or 
college, they teach an esoteric spec- 
ialty, the students interested in their 
courses may be so few that the problem 
takes care of itself. More often, the 
number is so great that the teacher's 
function as a host or hostess is fun- 
damentally different. The course 
Comparative Psychology of the Arts on 
which I report here is offered as a dis- - 

cussion class but takes about forty stud- 
ents, half of whom are advanced under- 
graduates, while the others are grad- 
uates. Although the applicants are care- 
fully screened, a more severe limitation 
of the number would exclude too many 
qualified persons. 

How does one conduct a discussion class 
with forty people? I doubt that even the 
most skillful teacher could involve 
everyone of them actively. Even the 
giant Argus has only a hundred eyes, and 
it would take nearly so many to catch, on 
the faces of forty students, that oc- 
casional mobilized look that tells us 
that he or she has something to say but 
cannot quite muster the courage to speak 
up. This is too bad, but it is also true 
that not everyone of the few students who 
remain silent throughout the term feels 
left out or fails to profit from the 
work. After all, this is a course for 
contemplative people. 

Much of the class time of two hours a 

week is in fact spent in discussion. But 
the discussion is mostly limited to a 
dialogue between teacher and student and 
involves little exchange among the stud- 
ents themselves. I conduct the class 
that way because I have always felt that 
simply letting students loose to talk 
among themselves cheats them of the gain 
they should expect from any course. A 
teacher who just turns on the faucet and 
then sits back watching the show with an 
encouraging smile indulges in a com- 
fortable illusion. Active discussion 
releases active thinking and is therefore 
invaluable. But if 1'eft to its own 
dynamics it is also bound to float from 
topic to topic, from idea to idea, and 
from one outlook to another, without the 
coherent structure of discourse that is 
indispensable if students are to learn 
something about the subject. It takes 
much teaching experience to attain this 
goal without losing the freshness and 
spontaneity of productive thinking. 

Comparative Psychology of the Arts is 
based on readings in the theory of visual 
art, literature, music, radio, film and 
photography, dance and theater, and ar- 
chitecture. The selections are in no way 
focused on the latest publications in the 
various fields; instead, in the example 
of the particular semester I am citing 
here, the selections range from the 
eighteenth century of Diderot and Lessing 
through the nineteenth century of Kleist 
and Hanslick to a few outstanding think- 
ers of our own time. By necessity they 
reflect my own judgment and preference; 
one can teach with conviction only texts 
that have inspired one's own thinking.̂ - 

1. Rudolf and Margot WLttkower: Born Under 
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