The course has two main objectives. It
attempts to identify the general prin-
ciples that underlie each particular med-
ium of artistic expression, and it points
by comparison to the similarities and the
differences. For example, a discussion
of radio plays is used to observe the
particular means of form available in a
world limited to sounds and deprived of
vision. Conversely, readings on the pho-
tographic media give access to the re-
sources of visual imagery wunder con-
ditions that exclude or properly reduce
speech and sound. The second purpose of
the course is that of offering an anti-
dote to the parochial constriction by
which so many of the more advanced stud-
ents dedicated themselves to one spec-
ialty in monastic seclusion. The members
of the class are expected to be well

grounded, theoretically and/or prac-
tically, in at 1least one of the media
under investigation. Sometimes, however,

an anthropologist is also a good mus-
ician, or a dancer writes poetry. Archi-
tects, accustomed to the inbred talk of
their workshops, can get fascinated by

Saturn. Chapter 1: "Fran Craftsman to
mi-st."
Signmnd Freud: "The Relation of the Poet to

Daydreaming. "

2.0

b. Roger Fry: The Artist and Psychoanalysis.

3. Piet Mondrian: "Plastic Art and Pure Plastic
AItO"

4. Erich Averbach: Mimesis. Chapter 1:
"Odysseus' Scar.™

5. Gotth. Ephraim Iessing: ILaocoon. Sections
1-16.

6. Rudolf BArmheim: Radio—an Art of Sound.
Chapter 7: "In Praise of Blindness."

7. Susamme K. langer: FPhiloscphy in a New Key.
Chapter 8: "On Significance in Music.”

8. Eduard Manslick: The Beautiful in Music.

Chapter 1, 2, 3.

hearing a 1linguist talk about buildings;
and they themselves may have striking
ideas on the properties of space revealed
in painting or 1literary description.
When it all works out just right, it cre-
ates a peaceable kingdom in which the
lambs are as well fed as the lions.

The variety of topics is held together by
an underlying theme. While psychology
offers several such themes, my own in-
clination happens to be toward the cog-
nitive aspects of art rather than the
motivational or social. Thus, after two
or three introductory sessions on the
artist's place in society and the psycho-
analytical approach to creativity, at-
tention is focused upon the rep-
resentation of reality in the wvarious
media. What is abstract painting about
and how does it relate to the subjects of

music? In what ways do the 0ld Testament
and Homer tell a story differently? How
do 1literature and sculpture treat the

same episode? How do intuition and in-
tellect go about portraying human be-
havior on the stage? And so on.

9. ©siegried Kracauer: Theory of Film. Chapter 1:
"Photography” and Chapter 16: "Film in Qur
Time."

Rudolf Arnheim: "n the Nature of
Photography."” In Critical Inquiry, September
1974, vol. 1, no. 1, pp. 149-161.

Walter Benjamin: "The Work of Art in the Age
of Mechanical Reproduction."”
Heinrich von Kleist: "On the Puppet

Theater.” In Salmagundi 1976, no. 33/34, pp.
83-88. Also In Partisan Review Jan./Feb.
1947, po. 67-73.
Denis Diderot: The Paradox of Acting.
Gaston Bachelard: The Poetics of Space.
Chapter 1.

10.

13.
14.
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None of the readings are easy. They all
have the density and authenticity of au-~-
thors who give their own thoughts rather
than merely dilute those of others. They
are theoretical and tend to trespass on
philosophy. But almost all are quite
short. I believe that weekly assignments
of hundreds of pages are not only un-
realistic but undermine the ability to
read. On the principle that what does

not deserve to be read word for word is

better not read at all, I constantly ad-
monish students for having missed this

telling metaphor or that puzzling term or
for not looking up the meaning of a ref-
erence. When Freud refers in passing to
the question that the cardinal asked of
the poet Ariosto, don't you want to know
who was the cardinal and what was the
question? When Kleist uses the image of
light reflected from a concave mirror,
what optical mechanism does he have in
mind? Be inquisitive, be thorough, read
slowly, savor the detail, and leave the
skipping through to business executives!

For the purpose of credit, every student
writes a term paper, the topic to be de-
rived from his or her particular line of
interest. Here the student's special
knowledge and outlook impose themselves
upon the gquiding theme of the course even

more thoroughly than was possible in
clags discussion. The result is a daz-
zling variety of subjects. A recent
crop, for example, contained a paper by a
dancer relating <choreography to se-—
quential movement in architecture, one on

the interaction between Virginia Woolf's
life and fiction, a comparison between
visual and auditory space, an aesthetic
evaluation of computer graphics, a scen-
ario for a "happening" based on Shake-
speare's Tempest, a paper on color sym-
bolism in the German Romantics, an an-
alysis of Eisenstein's editing technique
in relation to that of the French av-
ant-garde films, an essay on innovation

in art and science, etc. In my in-
structions I try to keep the students
away from either reporting impersonally

on a body of readings or indulging in
free-floating speculations about creat-
ivity, emotion, or the future of art
without the support of factual sources.
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Once the students are asked to derive
their topics from an area of their par-
ticular interest, the "term paper"™ loses
its perfunctory character. What is more,
to have to adapt a familiar subject to
the particular perspective of the psy-
chology of the arts often means for the
students to come upon an approach they
might not have thought of otherwise; it
may mean to write a maverick piece they
had speculated on in leisurely off-hours
but to which they had never gotten a-
round. Inevitably, so personal an under-
taking reflects in the style of writing.
Although they are dealing mainly with the

conceptual abstractions of theory, the
students are writing in their own
voices. The freshness of direct know-

ledge and direct experience animates the
wording, and having to communicate some-
thing that matters is different from sum-
marizing for the teacher a body of mat-
erial with which they know he is all to
familiar. As they plead a case of their
own, their very syntax becomes less or-
thodox, which may raise the eyebrows of
the conscientious teacher; but the spon-
taneity of expression to which some of
the less defensible formulations are due
compensates for the mistakes. For the
teacher, to have a few dozen young people
speak, each in his own language, is quite
different from the chore of reading forty
more or less anonymous reports.

The variety of the subject matter keeps
the teacher on his toes. Ideally he
should be an expert on all the subjects
treated in the papers, and in fact he
does need at least a generic acquaintance
with the topics whose treatment he 1is
called upon to evaluate. On the other
hand, it is in the very nature of this
kind of course that it try to train the
participants in thinking, reading, and
writing about subjects that are not their
specialty. To step beyond the safety of
one's own precinct without becoming am-
ateurish or superficial offers the pos-
sibility of thinking more freely, deeply,
and originally than one might otherwise.
It is a challenge that a course of this
nature offers not only to the students
but to the teacher as well.




Blitor's note: I thought fforum's readers might

be interested in having the following annotated 8.
reading list which Professor Armheim assigns in the
order presented here to students in a seminar he
teaches, entitled Visual Thinking:

l.

2.

3.

4.

5.

6.

9.
Hans Joas: The Phenamenon of Life. Delta

Bocks. Sixth Essay: "™The Nobility of Sight."

Oon of the best phenamenological es—
says n the nature of visual ex-
perience.
Seventh essay: "Image-making and the Freedom 10.
of Man."

One of the best phenomenological es-—
says an the nature of visual ex-
perience. 11.

Ridolf Armheim: "Perceptual Abstraction and
Art" in Armheim: Toward a Psychology of
Art. U.Cal. Press, pp. 27-50.

Abstraction inherent in visual per-
ception and its relation to pictorial 12.
representation.

Claude Levi-Strauss: The Savage Mind (La

Pensee Sauvage). U.Chicago Press. Chapter
1l: “The Science of the OConcrete.”

On concept farmation in the thinking
of early folk cultures. 13.

Roger N. Shepard: "™he Mental Image" in
Averican Psydwologist, February 1978, wol.
33, pp. 125-137.

images.
14.
Gaston Bachelard: The Poetics of Space (Ia

Poetique de l'Espace), Chapter I: "The
House fram the Cellar to the Attic.”

Symbolism of the three spatial lewvels
of the basic house: attic, ground
floor, cellar.

Kevin Iynch: The Image of the City. MIT
Press. Chapter ITI: "The City Image and
its Elements.”
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Pecple's image of the map of their
city.

Rudolf Arnheim: Visual Thinking. California
Press. Chapter 8: "Pictures, Symbols, and
Signs."”

(On three kinds of visual representation.

Wilhelm Worringer: Abstraction and Brpathy
(Abstraktion und Einfuhlung). Interational
Press. Part l.

A classic treatise an two basic types of
visual representation: empathy with nature
vs. escape fram nature to geometric ab-
stractian.

Ludwig Wittgenstein: Philosophical Investi~
gations  (Philosophische  Untersucinmngen).
Part 2.

Relation of visual perception to ooncepts.

Jacques Hadamard: The Psychology of Invention
in the Mathematical Field. Dover. Chapter
6: "Discovery as a Synthesis."

processes of mathematicians.
Rudolf Arnheim: Radio — An Art of Sound. Da

Capo Press ar Armo Press. Chapter 7: "In
Praise of Blindness.”

The artistic possibilities of a
prrely auditory medium deprived of
sj-glt.

Meyer Schapiro: "Same Probleams in the
Semiotics of Visual Art" in Semiotica 1969,
vol. 1, #3, pp. 223-242.

Basic fommal characteristics of
visual art: the nature of frame,
direction, size, and abstractim.

Walter Benjamin: "The Work of Art in the Age
of Mechanical Reproduction” in Illumina-
tions. (Das Kmstwerk im Zeitalter seiner
Technischen PReproduzierbarkeit). Harocourt
Brace.

Attitudes toward reproduction as dis-
tinguished fram those toward the ar-
iginals of warks of art.




Teaching Teachers of Writing:
Making a Center That Can Hold!

William E. Coles, Jr.
Department of English
The University of Pittsburgh

One of the reasons, I think, that so many
talented beginning teachers of writing
have a tendency to burn out in one way or
another after five, seven, ten years in
the profession--become more and more ac-
complished in teaching less and less that
makes any real difference to anyone--is
that they are not at the outset of their
careers given enough opportunity to cap-
jtalize decently on the ways in which
their greatest 1liability is their great-
est potential strength: the fact that
they are a good deal more concerned with
themselves than they are with either
their subject or their students.
"They're betrayed by their own deepest
instincts," a colleague of mine once said
of the TA's of our Composition Program,
and of course I knew what he meant. The
boiled shirt formality that alternated
with a casualness as comfortably assumed
as a pair of worn dungarees. The shell

games played with 1literary materials.
The maunderings with media. The earnest
excursions into consciousness razing.
The pleasantly anarchic class dis-
cussions. The irrelevantly overmarked
student papers. The hours and hours
spent in individual conferences, making

friends, sealing the commitment of youth
to itself. 1I'd spent too many hours my-
self in all these ways as a beginning
teacher not to know exactly what my col-

league was referring to. However in-
experienced I may have been in other
ways, I was very good at substituting

myself for what was intended to be our
subject in such a way as to meet my most
immediate need. The primary business of
my classroom, without anyone's being
aware of it then, was getting myself
adored.

lsactions of this article appeared in other
forms in Oollege Camposition and Communication and
Carposition and Teaching.
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But it was not my instincts exactly that
I was betrayed by then, not any more than
I believe this to be the case with the
best of the young teachers I now work
with. 1In resorting to talking about what

I knew as a beginning teacher, or what I
liked to think I knew; in going to what I
cared about or believed mattered--and
less, God knows, in the name of anything
I really was or stood for than in the
name of what I wanted to be seen as
standing for and caring about--I was
feeling for a teaching identity, for a
way of having a life in the classroom. I
was fumbling for the very thing that
makes effective teaching effective and
keeps it something, for a teacher as well
as for students, that can be worthwhile.
I was looking for a teaching style. Of
my own. For myself.

What young teachers are betrayed by is
not their instinct to be concerned with
themselves first, before their students,
before their subjects even, but what they
have a tendency to make that instinct
mean, which in turn determines how they
act on it, the forms the instinct takes.
The trouble with the easy routes of the
easy gratification of this instinct is

that they end in boredom, unacknowledged
self-comtempt, despair. Inevitably.
Sooner or later. The game of intel-

lectual seduction is exciting only so.
long as one has energy to play it. And
when it comes to returns on the teaching
of writing measured in terms of the per-
formance of one's students, there simply
aren't enough satisfactions in that to
keep people going. Not after a while
there aren't. Not for any teacher who
isn't either a fool or a liar. Nobody,
and I mean nobody, can teach writing that
well.




There are ways, however, of providing
beginning teachers of writing with an
opportunity to use rather than be used by
their preoccupation with their own teach-
ing presences that will not only turn
this potential liability into a strength,
but into the kind of strength that can
give them ways of growing as teachers for
the rest of their professional lives. It
is possible, in other words, to work with
the instincts of new teachers rather than
against them by involving such teachers
in a training program that has as its
intention the same intention we have in
teaching the students of such teachers to
write to begin with.

For if, as I believe is the case, what we
are up to as teachers of writing is to
enable students to develop voices or
styles of their own, the kind of control
of langquage, specifically the wvarious
languages of written English in use at a
university, that will enable them to
shape and control, rather than to be
shaped and controlled by their environ-
ments; then it would seem reasonable to
suppose that our primary responsibility
in the +training of teachers to teach
writing is to provide them with exactly
the same opportunity. As teachers of
composition, we are less interested, pre-
sumably, in a student's being able to
generate at our command, for an occasion
we specify, and in our terms, a Theme of
Definition, say, or of Arqumentation,
than we are in her having internalized
(in the sense of having made her own) the
process that a paper on the subject of

definition is only an example of, the
activity of argumentation as an ap-
proach. By the same token, it would seem

less important to acquaint beginning tea-
chers of writing with Compositional 1Is-
sues or Compositional Theories or even
Compositional Techniques than to give
them the chance to see issues as leading
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to theories which are in turn
indistingquishable from techniques--a
connectedness that, root to branch, is

important or valuable to know about in
direct proportion (and only in direct
proportion) to what an individual teacher
can make such knowledge mean in the
context of her own style in her own
classroom. For since the discipline of
writing is a process, knowledge of it is
important only as it leads to approaches
and methods, and even these are no more
than what Henry Adams called the sorts of
tools and models that may be thrown
away. If we are concerned with supplying
our students with more than a formula for
writing, then we teach with the demand
that they assimilate only what they can
transform and this only in order to
transcend. Similarly, teaching teachers
of writing should be a matter of offering
a subject with the kind of style that
will demand the response of another

style. A certain readiness of
bility on the part of our students,
iness as Hamlet defines it, ripeness as
it is argqued by Lear: that's what we're
after as teachers of writing. And the
same kind of readiness, of ripeness, is
what I think we ought to be after in tea-
ching teachers of writing as well.

sensi-
read-

In order to explain how I translate these
parallels into a syllabus and a procedure
for a course in teacher training, it is
necessary that I say something first of
the notion of writing with which as
Director of Composition I built a
composition program at the University of
Pittsburgh. I based this program in its
entirety on the assumption that for
anyone anywhere in the United States
today to attempt to teach writing without
enabling students to wunderstand what
there can be in the activity for them is
futile. Further, for better or worse,




and for a variety of reasons, composition
teachers can no longer either define
writing or describe the benefits of it in
traditional terms only. It is no 1longer
possible, that is, for teachers to get
very far by offering writing as a purely

mechanical activity the importance of
which is asserted only with the
half-truths of predominantly negative
arguments. (If you don't write well,
then you will not be thought of as

well~-rounded, genEEEi, educated, etc. If
you don't write well, then you will not
obtain a high paying job.). For it is no
more difficult to see how people could
fail to care very much about writing con-
ceived of primarily as a set of con-
ventions or rules to be mastered, than it
is to see why they might have trouble
believing that such mastery is a neces-
sary condition for virtue or success--let
alone an indicant of knowledge, intel-
ligence, or character. To understand and
present writing as a uniquely powerful
instrument for learning, however, as a
special way of thinking and coming to
know, is for composition teachers to es-
tablish an effective relationship with
their students through having established

an effective relationship with their
discipline. Because to understand how
writing is reflexive, capable of

recasting feelings and concepts in the

process of reflecting them, is to see and
to be able to offer the activity as in-
volving hand, eye, and brain in a
uniquely powerful reinforcing cycle. It
is to see and to be able to offer writing
as having something to do with the writer.

I defined composition at the University
of Pittsburgh therefore in more than the
ordinary utilitarian terms. In my des-
cription of our course offerings, for
example, I addressed the undergraduates
of the university as follows:

It is custamary when speaking of writing as a
subject, of composition as it is usually called, to
begin by explaining why writing is important, par-
ticularly to a college student. It is usually said,
for exanple, ard said rightly, that a student's ool-
lege career will depend in large part on his or her
ability to read and to write what is known as Edited
Arerican (or Standard) English, to read this lan-
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quage easily, to write it oorrectly and fluently.
It is, after all, the primary language of the un-
iversity, and a facility with it therefore is re-
quired by the totality of a student's university
experience. No ane, in other words, can expect to
remin a student at the University of Pittsburgh
without availing him or herself of the opportunity
to develop an ability that the university in order
to remain a university must take for granted.

It is also said, and correctly, that chances for
amployment and/or advancement in the warld for which
the University is training students is often di-
rectly dependent upon an indivdiual's ability to
express him or herself decently. For it is un-
reasonable to suppose that sameone who gives the
appearance of incampetence aor irresponsibility will
make the same impression as sameone who knows how to
present himself ancther way.

These are important reasons for learning to
write, but they are more an explanation of how an
ability to write is valuable than they are an ex-
planation of why the ability should be so valued in
the first place. Only in a limited way do they sug-
gest that there can be samething in the activity of
writing for the writer, even when the writer is a
student who does not find the activity particularly
enjoyable, even vhen the writer is a student who
does not intend to make writing an essential part of
his or her life. The reason that the ability to
write is valued is that the activity of writing un—-
derstood in its fullest sense is an activity of
thinking. Fram this point of view, the ability to
compose may be seen as the ability to conceptualize,
to huild structures, to draw inferences, to develop
implications, to generalize intelligently—in short
to make connections, to work ocut relationships—be-
tween this idea and that idea, words and other
words, sentences and other sentences, language ard-
experience. The real reason that writing is impor-
tant then, is that it is an activity of language
using that can enable students to become better cam-
posers, better conceptualizers, better thinkers, in
whatever languages they work with: mathematical or
chemical symbols, oolors and shapes on canvas, ges—
tures, words. The activity of writing is valuable,
therefore, primarily because it is an avenwe to
power. To wark at it, even at a non-professional
level, is for a writer to crin in power—and as more
than a writer. The ability to write is valued in
the first place because powerlessness means -victimi-
zation.

Implicit in that statement is the single




idea of the Composition Program that was
intended to inform all of what we did at
the same time that it served to hold the
Program together in all of its workings.
The idea is this. Since it is possible
to see language using (in its broadest
sense) as the means by which all of us
run orders through chaos thereby giving
oursleves the identities we have, we of-
fer writing as an activity of language
using in order to provide students with a
way of seeing that to get better at writ-
ing can have something in it for the
writer, the writer as student, the writer
as more than student.

Given this informing idea, it is clear
what I wanted in the way of a course for
our teaching writing to undergraduates.
I wanted a course that would be focused
on making the students' writing (and not
something else), and the students' writ-
ing understood as a form of language us-
ing, the center of everything. I wanted
this course to be structured to facili-
tate the developmental refinement of
abilities that students already in some
measure have; a course that day by day,
class by class, writing assignment by
writing assignment would be sequenced in
such a way as to offer students a series
of what I. A. Richards calls "assisted
invitations" to become more and more ac-
complished composer-editors, editor-com-
posers, writers. What I wanted was a
course to teach students to teach them-
selves not just how and why their working
at writing can be important, but how and

why such work can matter.

Such a course I already had more than an
idea for,2 and since most of our teach-
ing staff was made up of TA's who had
never taught before, the way to implement
the course I wanted taught would seem

21 mave described my way of putting together
what I say I think that a writing course should be
in a number of articles and most notably in Teaching
Composing: A Guide to MTeaching Writing as a
Self-Creating Process (Rochelle Park, New Jersey:
Hayden Book Company, 1974) and The Plural I: The
Teaching of Writing (New York: Hold, Rinehart and
Winston, 1978).
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obvious. For clearly, nothing could be
more wishfully irresponsible than simply
to turn a group of new teachers loose on
students with no more than the pious de-
mand that they create effective composi-
tion courses on their own--or more wish-
fully still, than to provide them with a
syllabus from which to evolve a structure
as God is said to have made light by mov-
ing in spirit wupon the face of the
waters. We might more reasonably ap-
proach Chaucer with the expectation that
he describe the super highway. I have
never worked with a TA who in his or her
education had experienced anything like a
developmentally structured composition
course. Only the most elaborately edu-
cated of them have experienced courses
that were even organized. The models
that teachers new to the teaching of com-
position have for composition courses,
then, most of the time are as predictable
as they are predictably bad. When writ-
ing does remain the center of whatever it
is the inexperience and the instinct of
such teachers dictate that they do, it is
not as the writing of students, or indeed
as writing at all, that it is likely to
remain the center; when writing does not
remain the center of such courses, which
given the force of a new teacher's in-
stinct is what happens most of the time,
the course becomes something other than a
course in composition. Obviously then,
since the ability to structure a com-
position course is at one and the same
time the sine qua non of the effective
teaching of composition and the last
thing in the world to be able to expect
teachers new to the teaching of composi-
tion either to bring to their teaching
immediately or to develop on their own,
obviously, the seemingly reasonable solu-~
tion is to provide such a course for new
teachers to teach--particularly when the
course in this instance, a beautifully
constructed thing, was the Director's own.

But this, I think, though the solution is
a very common one, the one in fact most
often opted for by most Directors of Com-
position, does not work very well either,
at least not in just those terms, pri-
marily because to provide new teachers
with a completely prefabricated course to
teach, no matter how good it may be, is
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to provide the kind of organization that
is the enemy of structure, and to make an
enemy of structure is to put one's self
at war with instinct.

A structured composition «course is a
course of one's own. It is an organized
course to be sure, but as other than some
generic Teacher's way of imposing the
result upon a group of generic Students.
A structured composition course is rather
a particular teacher's way of putting
things together for herself as an offer-
ing which is an opportunity for her stu-

dents. Structure, in other words, is an
enactment of an individual teacher's
style, not just of the best she knows,

but of the most she can imagine shooting
for. At its most ideal it is the image
of a specific, experientially developed
and organically unified approach to the
teaching of writing in which philosophy
and method, tone and procedure, syllabus
and manner, how this is made to lead to
that and how something is seen to follow
from something else, are all adjuncts of
one another. A structured composition
course and a teaching style have the same
relation as do the planes of a Moebius
strip.

To give teachers what will forbid their
involvement in the evolutionary process
through which a real teaching style has
to be developed then, is likely to have
the very opposite of its intended effect,
and for students as well as for
teachers. It 1is +true that the more
highly organized and sensibly integrated
the prefabricated course given new
teachers of composition to teach, the
less chance there is for the course to
become directionless or for students to
escape inculcation in what are often re-
ferred to as the fundamentals of good
writing. But by the same token, the
extent of which such a focus can be guar-
anteed by a given prefabricated composi-
tion course is the extent to which such a
course must replace the notion of course-
composing as a process with course as
product. Organization replaces structure
not only in such a way as to discourage
new teachers from seeing their composi-
tion courses as theirs, but in such a way
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as to make it impossible for them to
imagine any way of making them that. It
is in this way, and why, the prefabri-
cated composition course so often turns
out to be text-centered or syllabus-cen-
tered, or (in the worst sense of the
term) student-centered. It is also why
such a course, even when it does purport
to deal with student writing, positively
militates against the seeing of that
writing as anything other than non-writ-
ing, as anything other than the mechani-
cal product of a completely mechanical
activity that anyone can be taught to
produce by anyone else, but that in con-
sequence no one gives much of a damn
either about teaching or about 1learning.
No wonder, given the kind of situation
most teachers new to the teaching of com-
position are given, the most talented of
them will be operating in such a way as
to have their instincts at odds with what
they think they are being asked to do.

No more than either laws or the absence
of them stops crime, or than rules or the
absence of rules makes writing, does the
provided course on the one hand or the
bare demand for one on the other result
in the creating of a structured composi-
tion course by teachers new to the teach-
ing of composition--let alone in the de-
velopment of the ability of such teachers
ever to create such courses on their own,
to feel that their training can be a way
of gratifying their instinct to make
something that 1is theirs as teachers,
something for themselves. What can en-
able teachers to begin to evolve EZZEhing
styles of their own is an opportunity to’
work with a set of materials organized,
that is styled, in such a way as to con-
stitute both a reasonable and an inescap-
able demand for structure, for another
style.

Well in advance of when our new TA's
would be teaching their first composition
class, and in the context of a three-day-
a-week teacher training seminar which
operated in part as a staff meeting,3 I
distributed a general course description,

3In this article I am describing only the
staff meeting part of the teacher training course.




a set af writing assignments and class
exercises on the nominal subject of free-
dom and confinement, and an explanation
of these materials which began like this:

The material on the following pages is that from
which both you and your students will be construc-
ting composition courses this fall term—a way of
phrasing things intended to make clear that what you
are being given is not itself a composition course.
For even as no more than a syllabus, you will no-
tice, the material here is incamplete. In fact,
what is being given you has been deliberately de—
vised as that which will have to be modified, adapt-
ed, and shaped by individual teachers if it is to be
usable at all. This material is only the vocabulary
for which the syntax is going to have to be individ-
ual teachers, individml students. QOr another way
of seeing what is being offered you here is to see
it as the kind of commn organizational plan (like a
university awriculum) which demands individual
structuring in order to be made sense of. Qr ymu
may understand the material as making up the sort of
narrative ("The father died and then the son died.")
that each teacher and each student must become re—
spmsible for turning into a story ("The son died
even though the father died"; or "The son died hap-
pily after the father died"; etc.).

As you will see, the nominal subject of the material
for this non-course that you will be shaping into a
coarse of your own is that of freedom and oconfine-
ment. The real subject of the material is lanquage:
what it is, how it functions, why it is important.
We will be seeing our naminal subject in terms of
arr real one by understanding freedom as a a term we
apply to a state in which the defining and handling
of experience is managed with language systems that
for one reason or another are claimed to be life-
giving and are therefore regarded as possible to
live within. Confinement, on the other hand, is a
temm we apply to language systems we assert are
life-denying.

The organizational drift of what I asked
our teachers to work with was as loose as
its philosophical orientation. I began

How the more formal operations of the seminar—the
readings assigned, the ocompositional theories and
issues considered—were integrated with our TA's day
by day experience as teachers, I have described in:
"leaching the Teaching of Composition: Evolving a
Style," (bllege Composition and Commumnication, (28
Octaber, 1977), 268-70.
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the set of class exercises and writing
assignments by asking students to con-
sider a number of different ways of see-
ing what it means to be in prison, deal-
ing with the term first in an obviously
figurative way (a bad habit) and then
more literally (in terms of bars and
walls), but in both instances with the
intention of bringing students to an a-
wareness (since habits can be good as
well as bad, and the experience of being
in a prison can be seen differently) that
the term "prison" is a metaphor. I then
moved to a consideration of some of the
ways in which metaphor using connects
with metaphor users, with whom we become
on the basis of how we use language.
What does it mean to be imprisoned or
confined by language? Can one be freed
by it? We then shifted to ways of defin-
ing a university: How it can be seen as
a prison (and what does that mean?); how
it can be seen as something other than a
prison (and what does this mean?). I
came full circle by asking the students
in a final assignment to define them~
selves as students at a university. Were
they free as they saw it? Confined? Or
what exactly? And what did they mean by
saying so?

The materials I gave our TA's to make
their courses from had a focus then, and
in the sense that the materials formed a
kind of progression, they were arranged.
But I deliberately did not define that
progression as more than a general con-
tour or rhythm. For example, I left
three assignments of the set unnumbered.
As part of the teaching seminar I had the
TA's establish some seriatim order of
their own for these assignments as well
as an explanation of the order and the
changes of wording in the assignments
that the selected focus made necessary.
Also, as noted, the materials I provided
were deliberately incomplete. I gave the
TA's passages for which they were to cre-
ate the apparatus necessary to turn the
passages into class exercises--sometimes
with suggestions on how to move with
them, sometimes not.

How at this point in the camposition
course you are teaching d you use
this passage by Eldridge Cleaver @




why he started to write to bring your
sti¥dents into confrontation with the
question of what there might be in
writing for them?
I left whole assignments for teachers to
construct on their own:

Here might be a good place to devise
an exercise for your students that
will help them to see why education
doesn't work very well. Ever. For
anybody. And no matter how much we
may want it to.

I asked the TA's to develop various
of fusing the different activities
composition classroom:

ways
of a

Elect a piece of student writing that
you worked with in class at least two
weeks ago and use it as the basis for
an assigment that will enable your
students to see that they have
learned samething about writing.

Create an assigment that will have
your students rewrite their earlier
papers in the context of same section
of the course description.

And again and again I sought ways of mak-
ing our seminar about composition as a
subject a course in composition as well,
a course in which the process of articu-
lation could for our teachers become the
opportunity to find out what they knew,
to find out what they knew in order to be
able to create what they could then be-
lieve in:

Write two paragraphs of what you
could pass off in your class as
student prose addressing Assignment
15, ane passage that is what you
would call instructively bad, the
other that oontains samething yoa
admire. Explain how you would use
these paragraphs in class with your
students.

Write a letter of help to a TA friend
of yours who is working with the same
set of materials you are (but at
another university), and who is
puzzled as to how to Thandle
Assignment 6 in class.
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What our teachers had to work with, in
other words, was a sequential movement of
things, rather than a firm sequence, a
set of quasi-assignments moving spirally

rather than a fully finished group of
assignments marching syllogistically to
some predetermined conclusion. Because

the materials for the course they were
teaching did not in the ordinary sense
have a form, the final forms of the
courses made from the materials had to be
made by individual teachers for them-
selves.

A composition course for undergraduates
is a course, I believe (as opposed to
both a random collection of classes on
the one hand and a straight arithmetical
progression of them on the other), to the
extent that it is structured to enable
students to develop as writers by creat-
ing what I have referred to metaphori-
cally as their own stories from a common
narrative, stories that the constant in-
vitation to revise constantly brings
closer and closer to organic unity--as
this image sharpens under the pressure of
that idea, as characters fill out and
change to adapt to the demands of
different scenes, as metaphors begin to
pattern, as the story-teller's ability as
a story-teller grows through practice.
By the same token, a training program
that seeks to enable teachers to develop
such courses for students must, it seems
to me, be based on principles that will
give such teachers the same opportunities
we expect them to provide. This is why
the analogue of what I asked teachers to .
make available to students I sought to
offer our TA's in the form of teaching
materials in a narrative sequence which
in having to be shaped as a story could
make it possible for each composition
teacher in working with other composition
teachers to learn the art of structuring
through her efforts to create a struc-

ture, a story, of her own.
It is important to notice that though
such a program does not automatically

make people in charge of writing courses
into teachers, not any more than the
courses they are teaching automatically
change bad writers into good ones, it did




give me a way of doing more than just
acknowfedging that both writing and the
teaching of writing are concerned with
product and process both. By working
with the deepest instincts of the people
involved, by conceiving of and presenting
the process in both instances as a way
for a particular someone to develop some-
thing for him or herself, I had a way of
being able to insist upon the quality of
the products of this process--decently
written papers on the one hand,
effectively constructed courses on the
other—--that could make some sense. To
offer writing to our undergraduates as a
form of thinking, as a way of coming to
know, and to invite them in a variety of
ways to see their experiments with
various styles and various modes of
discourse as forms of self-con~
solidation--dependable and fulfilling
only as they are precise and full--put me
in a position to insist upon grammatical

correctness, say, in the name of some-
thing that can matter to students. Sim-
ilarly, the best way I had then of guar-
anteeing that our undergraduate com-
position course offerings taught by in-
experienced TA's would be courses in
writing with a shape, a direction, and a

purpose was to provide such people with
the kind of teaching materials and the
kind of teaching situation in which to
use them that would make the act of
teaching a first composition course as

important to the TA's for what it was
about as for what it was: an act of
structuring that could enable them to

learn something of the art of structure,
an act of composing that could enable
individual teachers to begin to develop
teaching styles of their own.

Such an approach--my style with those I
would have develop styles in order that
they be able to encourage the development
of styles in their students--reflects my

central belief, prejudice, idea,
whatever, that what teaches, finally, is
less a set of assumptions about how
writing ought to be taught or even a set
of methods for impl ementing the
assumptions than a teacher's belief in
her assumptions, the degree to which she
is able to enact for her students a
commitment to whatever she is doing in
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the classroom as that which in having

something to do with who she 1is, has
something to do with something that
matters. This ultimately is what people

respond to. And why they learn. And to
work at creating in a classroom what one
can believe in doing as a teacher, a
belief that can compel the belief of
others in what they do: this is to work
at developing what I would call a
teaching style.

It is this that can save: against the
time when teaching can no longer be a
matter of nerve and nerves, against the
otherwise inevitable hardening of the
arteries, the hearing, the sensibility.
For in specifying the necessity of having
a belief in what one is doing as a
teacher, I am speaking of style as a good
deal more than an effective way of be-
having in a c¢lassroom. For others. A
teaching style that a teacher believes in
is not simply a presence assumed for an
occasion--a pose, a mask--any more than
it is one's self displayed in nakedness.
It is more than a manner also, un-
conscious and inalterable. Style as I am
referring to it is a deliberately con-
structed metaphor not just of one's self
as one already is but of what one would
have that self become. It 1is the
expression not just of being but of
wished for being, offered in the form of
a role, performed through the agency of a
subject, that is the best one is capable
of imagining for one's self at a given
moment . As the organic outgrowth then,
not Jjust of a present understanding of
experience but of a longing for what one
would have as the quality of one's future

engagement with it, a style for the
stylist is an effort of self-
extension--that which in being good
enough for someone's own becoming is

worth working to become good enough for;
that which in trying to grow toward it is
possible to grow within. Thus my style
as a teacher is the purest amalgam of
actuality and desire I am capable of de-
vising at any given point in time, and so
the ultimate, though scarcely the final,
refinement of those biases, principles,

predilections, standards, that in their
less articulated, muddy, unrefined and
lumpish 1limitedness are the stuff of




which my life is built and lived.
®rirtues

I can

assume in a classroom that I
don't begin to have. I mime & constant
unaching sanity. I have time between

periods to figure out the perfect ques-
tion, the classical three cushion re-
joinder. Each year I have one more
chance to construct the archetypal set of
assignments, the sequence that will this
time put the world together: 1life with
God, change with the still point of the
turning wheel, 1love with grief, the
secret of how to stay young forever. My
style is not who I am. It is better than
who I am, whatever anyone else may think
of it. But in being the saving
illusion of all that I would be, it is my
way of getting to tomorrow.

The ante goes up of course. Only today
is my style today my way of getting to
tomorrow. Tomorrow, it has always been
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the case, is another day. But to have a
style is to have a sense also of its own
momentariness as a stay against con-
fusion. It is to know that in the day by
day pitting of role against roles in the
classroom, in the never-ending process of
complication, demolition and re-creation
that this engagement brings, there is the
inevitability of one's becoming strange
to one's self--awakened to a sense of
meannesses and riches that were never
suspected, never known--an inevitable
return of the confusion that must then,
if the stylist is to remain a stylist, be
better ordered, better stayed, better
styled. To have a style then is to know
above all that the style is not the cen-
ter. The ripeness to know what having
one can mean and the readiness to con-
tinue to evolve what it does: this is the
center--that can hold. And that in hold-
ing, holds.




Basic Writing and its Basis in Talk:
The Influence of Speech on Writing

L 4

Jay L . Robinsonl
Department of English
The University of Michigan

Knowing how to use a language involves
knowledge of many kinds, among them at
least these three: knowledge of the mean-
ings and functions of words and of word
parts such as derivational and inflec-
tional endings; knowledge of formal
structures such as those for constructing
words, phrases, and sentences and for
connecting groups of sentences; and know-
ledge of strategies for using words and
sentences to make langquage mean and to
organize and communicate meaning in a way
that is both purposive and effective.
Let us call the first two kinds of know-
ledge grammatical knowledge, and the
third kind, knowledge of discourse.
Grammar is language in potential--a for-
mal system that makes human interaction
possible; Discourse is language in use--a
product of human interaction.

A bald assertion: teachers of language
use (following the 1lead of 1language
scholars) have paid inordinate attention
to grammar and have ignored discourse. A
bold assertion: teachers of langquage use
can improve instruction by focusing upon
discourse--the strategies for making lan-
guage mean and for making it communicate
effectively.

Assuming that they are native speakers,
students come to school with tacit know-
ledge of English grammar; and the older
students are, the more 1likely they will
be equipped with a comprehensive know-
ledge of that grammar. Even illiterates,

lMich of the material in this essay was worked
aut in collaboration with Bernard Van't Hul, who
deserves jaintly such credit as may accrue, but no
blame. He and I deweloped these ideas with help
fram several groups of teachers, fram high schools
and oolleges, in HCB workshops. The teachers who
participated in those events will recognize Van't
Hul's contributions as they will their own.
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if they
English

know English, know the grammar of
save perhaps how to form learned
plurals (datum, data; phenomenon, phenom-
ena) or how to reach toward but not be-
yond the permitted range of syntactic
options ("stealthily crept the intruder
toward his sleeping victim, breathing
hotly the while"). Such structures, of
course, are learned from the pages of
books, not from the lips of companions.
Students also come to school with tacit
knowledge of rules for English discourse:

otherwise they could not talk meaning-
fully, purposively, and effectively, as
of course they do. But the rules they
are most likely to know are the rules for
organizing and manipulating talk, not the
rules for organizing and manipulating the
written word. The younger the student,
the more 1likely her reliance upon the
rules for talking; the 1less exposure
older students have had to reading and

writing, the more 1likely their writing
will be more 1like talk and 1less 1like
writing.

In general, and putting aside for one

moment the question of dialect differ-
ence, the same word and sentence-level
grammar underlies both spoken English and
written English. Exceptions (like those
suggested in the preceding paragraph) are
those few forms that have existence pri-
marily in print and those syntactic for-
mations that are very bookish. The tacit
grammatical knowledge students have
equips them as well to write as it does
to talk, but in learning to write stu-
dents will have to learn when to use cer-
tain structures that they already know
and how to edit sentences for compactness
and grace. The discourse rules for talk
and writing, however, differ significant-
ly. In actual use, talk and writing do
not resemble one another except in their
basic grammar. The two modes are not
organized in the same way, and what is




meaningful and effective in talk is not
necessarily so in writing.

For the inexperienced writer who is asked
to produce a piece of written discourse,
it is only natural to rely on the dis-
course rules he or she already knows.
The result is likely to be something that
resembles talk. Take this example, bor-
rowed from Mina Shaughnessy's Errors and
Expectations (pp. 19-20):

OO UL W

BRUBRNRBOESSEGROGRES

When read silently, as one would read any
other student essay, this short theme is
neither clear, coherent, nor effective.
But when heard, from a reader who treats
the theme as if it were a transcript of
talk, the message makes sense, coheres,
and conveys its point with force. Exper-
iments with several groups of teachers
who have listened to such readings have
proved this to be true.?

Nan't Hul and I gave instructions Like
these: "Please listen as I read this English nes-
sage. What I'll read was either spoken in the first
place or written. Having listened to the reading,

A writing teacher's customary approach to
such a theme is to treat it merely as a
piece of writing and to evaluate it with
expectations derived from reading written
texts. Such a reading is likely to focus
upon such faults as these: use of incom-
plete or ungrammatical sentences; failure
to mark the boundaries of sentences with
capitalization and punctuation; incorrect
marking of such boundaries; "incorrect”
verb forms; misuse of capitalization.

First of all the system, dmn't really care about the students, schools are
always overcrowded and the students get the, impression that really there
are same teachers, just like students just to Be there, and the children
performing below par is mainly the parents fault too, they really don't
stress How important is, and that when they go to school they should try

to do the Best they can instead they are encourage to learned Basketball,
But in all the fault would lie on the state and goverrment officials,
Because really they dm't care about children Eduwcation they're more con~
cerned about what's your ocolor or do your family have a good Incame? and
really with all the pressure society put on the children they don't have
enouch time to learned, But for the kids that are real Bright they can

make it through, But what about the kids that need a little extra Time so
with all this its too mach, for them if a mother asked her child what did
you learned today, the average child would say nothing Because there is always
samething going on Beside Educational, so when this kid is oat of school he
or she has nothing, Because all those school years were just problems society
has push on the Kids, and when they hit the outside world they're not ready
not because they' are dmb, But society has effect them on the wrong side,
But who get the Blame? Always the children, if a kid could go to school and
learned, without meeting society, they would care out a Better product, and
could be ready to hit head on with society, over' all its all of our fault in
one way or another, hut to put it plain society is more the blame, But then
again we the people make society up, but far as the children concerned not
that much, so I would suggest that society get an the good foot, because
whether they like or not we're the future

(pp. 19-20)

The teacher who marks such faults is
judging the theme against the grammatical
and typographic norms of standardized
written English. If she also judges the
theme against discourse norms for "the
standardized written English c¢lassroom
essay," her paper-ending comments will
likely include these: "The paper is bad-
ly organized"; "There are no para-
graphs."” In most cases, however, grammar

please guess which." We then followed the reading
with questions about the effect of the message and
the campetence of the speaker/writer. A majority of
hearers always identifies the message as gpoken.
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and mechanics receive primary if not ex-
clusive attention.

But suppose a teacher were to
this theme not with expectations
the norms of writing, but in the
tion that the theme reflects speech:
that in writing it, this inexperienced
writer has tried to make meaning using
the grammar and discourse rules of his or
her own talk. Directed by this latter
expectation, a teacher's reading of the
student's work will 1lead to strikingly
different conclusions about the student's
competence and needs. What follows is a

approach
based on
expecta-

step-by-step illustration of how a
teacher might take such an approach:
GRAMMAR: SENTENCES AND SENTENCE
BOUNDARIES

Approach: (1) 1Ignore the punctuation
provided in the original; (2) Read the
theme aloud, trying to invest it with
meaning; (3) Put a slash at the end of
each sentence-like unit. When you are

uncertain as to where a unit ends and
another begins make a guess. (The
slashes below are the author's guesses.)
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make sentences,

(4) Now read aloud each unit marked off
by slashes.

Reading: When you read aloud each unit
you have marked, you will find that there
are sentences in this theme. This is not
the way the theme will read if you EE;
attention only to the punctuation, if you
read it expecting sentences to be those

units begun with a capital and ending
with a period or some other terminal
marker. Moreover, when you read aloud

the sentences indicated by slashes, you
will find that most are complete and that
most are grammatical, even though many
contain unexpected grammatical forms (to
learned, for example, in Line 6). Sen—
tences 2 and 4 omit words; sentence 12
can be read as a fragment and 15 is a
fragment, though an effective one. But
the remaining sentences have subjects,
predicates, and most other elements re-
quired by the rules of English grammar.

Judgment: This student knows how to
but not necessarily how
to recognize them once they are written

down (in talk, sentences don't begin with

lpirst of all the system, don't really care about the students,/2schools are
always overcrowded and the students get the, impression that really there

are same teachers, just like students just to Be there,/3and the children
performing below par is mainly the parents fault too,/4they really don't
stress How important is, and that when they go to school they should try

to do the Best they GBVBhuﬂxﬁd they are encourage to learned Basketball,/
Oput in all the fault would lie on the state and goverrment officals,

Because nﬁﬂly'uxy'dxﬂtczueeﬂnut(ﬂﬁldnaldeﬁthxvqﬂnaﬂrermne con-
cerned about what's your color or do your family have a good Incame?/8and
really with all the pressure society put on the children they don't have
enough time to learned,/PBut for the kids that are real Bright they can

make it through,/10But what about the kids that need a little extra Time so
with all this its too much,/ for them if a mother asked her child what did
you learned today, the average child would say nothing Because there is always
samething going on Beside Educational,/}2so when this kid is out of school he
or she has nothing, Because all those school years were just problems society
has push on the Kids,/13and when they hit the outside world they're not ready
not because they' are dumb, But society has effect them on the wrong side,
l4pst who get the Blame?/Always the children,/l6if a kid ocould oo to

learmed, without meeting society, they would come cut a Better product, and
could be ready to hit head on with society,/L/over' all its all of our fault in
one way or ancther, but to put it plain society is more the blame,/18But then
acain we the people make society up, but far as the children concerned not
thatnu:h,/lgsoImJldsuggestthat society get an the good foot, because
whether they like it or not we're the future/




capital letters or end with periods).
The student needs to learn how to mark
sentences with capitals and terminal
punctuation, and (s)he needs to learn the
functional differences between commas and

periods. But the student does not need
to learn how to make sentences; (s)he
already knows how to do that.

GRAMMAR: VERB FORMS AND PARTS OF
SENTENCES

Approach: Underline all word forms and

parts of sentences, phrases and clauses
that seem ungrammatical. But jumping to
no conclusions about these, ask yourself
these two questions: (1) Would these
forms be normal in the speech of this
student? (2) Are these forms the custo-
mary ones in non-standard dialects of
spoken English? (To answer the second
question, of course, you need to Xknow
something about the grammars of the spo-
ken dialects of English, as every writing
teacher should).

Readings Many of the forms in this
theme do not conform to the usages of
standardized written English. Some are
simply mistakes in mechanics that do not
reflect an influence from speech; others
are importations of colloquial forms,
several of which reflect the fact that
this particular writer speaks a dialect
of English that is non-standard. All
inexperienced writers import colloquial-
isms into their written texts; but most
teachers, unfortunately, are far more
impatient with non-standard colloquial~
isms than with those found in dialects
considered standard. Yet both kinds of
importation reflect the same process: An
inexperienced writer is using the lan-
guage (s)he knows best--the language of
talk.

Mechanical mistakes

Line 4:
Line 13:

no apostrophe in parents

no apostrophe in its: a common "spelling”
mistake T

Line 21:

lrirst of all the system, don't really care about the students,/2schools are
always overcrowded and the students get the, impression that really there
amsateteadlers,justhkesmdentsjusttoBethere,ﬁandﬂ)edﬂldren
performing below par is mainly the parents fault too, /4theyreaJ_ly dn't
stress How important is, and that when they go to school they should try
tod)theBestﬂxeycarVSinsteadtheyamemwragetoleémedmsketban,/
®Rut in all the fault would lie on the state and government officials,
Because really they don't care about children Ekiucatimﬂthey'rennrecm—
cerned about what's your color or do your family have a good Income?/8and
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really with all the pressure society put on the children they don't have
forthekldsﬂlataxerealﬁrlghtﬂxeycan

make it through,/I0Bat what about the kids that need a little extra Time so
with all this its too muxch,/Hfor them if a mother asked her child what did

you learned today, the average child would say nothing Because there is always
smeﬂqmggomgmBesldeEducatlmal/lzsomenﬂuskldlsartofsdmlhe
or she has nothing, Because all those school years were just problems society
has push on the Kids,/13and when they hit the outside world they're not ready
not because they' are dumb, But society has effect them on the wrong side,/
Upst who get the Blame?/DAlways the children,/1%if a kid could g to

learned, without meeting society, they would came out a Better product, and
omﬂ.dbexeadytohitheadmwithsociety,/nover' all its all of our fault

onewayora.rnther,h:ttopxtltplamsocletylsmrethe/blane,leamﬂm
agaanhethepeoplenakesocletyup,hmfarasthednldrencmcmedmt

24 tha:trmch/lgsoImﬂdsuggestthatsocmtygetmtheg)odfoot, because
25 whether they like it or not we're the future/




Line 18: use of apostrophe after they before full
spelling are. (Rpostrophes don't occur in
speech.)

Oolloguialisms

Line 11: real as adverbial intensifier
(Perhaps the altemation child, children;
kid, kids throughout the essay; perhaps
the phmwe get on the good foot in Line
24, although semi~-formal contempory prose
style is more accepting of suh
oolloquialigms than at earlier times ard
in more formal contexts.)

Non—-standard colloquialisms

Verb forms

(1) No =s (-es) on the third person singular present
tense of verbs. This reflects a feature of
prommnciation in certain non-standard dialects.

Line 1: don't rather than doesn't
Line 10: pm:raﬂrm'dru1PME
Line 9: dJo rather than does.
Line 19: ga:raﬂux'dnm.gﬂs

(2)No_:§ Offp on certain past tense forms. This
reflects a similar feature of promunciation.

Line 6: encourage rather than encouraged
Line 17: puélradmm ﬂru1pw§mﬂ
Line 18: effect rather than effected (or

affected, if one wants to call this
also a failure to discriminate
between two words pronounced alike
in most dialects).

(3) The use of -d (-ed) where it does mot belong.
This is a feature of hyper-
correction. Since the writer knows that -ed

goes on sare verbs and not others and camnct

trust his or her pronmciation as a guide, (s)he
throws in a-couple.

Line 6: ) learned rather than learn.

Line 11:

Line 14:

Line 20:

(4) Umarked possessive. Also probably a feature of
prommnciation rather than grammar, although the
point is disputed.

Line 8: children for children's
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(Line 15 beside for besides is a related
feature. The z somd is not
pronaamnced. )

(5) Verb inversion in indirect questions: a

syntactic featire of certain non-standard
dialects.

Line 9: what's your oolor rather than what

your color is.
Line 9: d your family have a good incame
rather than whether your family has

a good inoe.
Judgment : The writer is making errors,

but the errors are not simple ones.

Very few are random or careless errors
(as is the missing EE in Line 5, for ex-
ample), and hence are not easily correct-
ed simply by calling attention to them.
Most errors show that the writer either
does not know certain features of stand-
ardized written English, or else is so
uncertain in her control of them as to
revert to spoken alternatives; others are
hypercorrections in which the writer aims
at the correct written forms, but errs in
doing so. The spelling to learned (Lines
6,11,14, 20) is a typical hypercorrec-
tion: the -ed ending is added where it
never occurs &n standardized written En-
glish; the student knows that -ed is
added to verbs, but puts it on the—;}ong
verb form. To help a writer who makes
mistakes like the ones in this theme, the
teacher must first find causes for the
errors that occur and only then try to
help the student find appropriate reme-
dies. PForms that are perfectly grammati-
cal in non~-standard speech can be errors
when used in writing; but the student is
confused when a teacher merely calls all
such forms grammatical errors without
explaining that two grammatical systems
are in conflict. To learn how to write,
students need explanations that explain.

+ + + + +

So far I have dealt only with the grammar
and mechanics of the theme, not with dis-
course: What I have tried to suggest is
that teachers will better understand the
sentence and word-level problems of inex-
perienced writers if they look for the
origin of aberrant forms in the grammar




of speech; and that once having found the
origins of errors, teachers can more ef-
fectively correct them. This is an ap-
proach called "error analysis,"” and it
has been the dominant approach in studies
and textbooks that have dealt with dia-
lect interference in writing. Error an-
alysis is useful for teachers whose stu-
dents are young or ill-prepared, and it
is a clear advance over the traditional
approach of "error marking,” in which
aberrant forms are merely circled and
sometimes labelled, often inaccurately.
But when restricted only to the domain of
grammar, error analysis is a limited ap-
proach. Even if one were to correct
every deviant grammatical and mechanical
feature of the theme we have been analyz-
ing, the result would still be more like
speaking than like writing. Contrasts in
discourse rules have to be noted if one
is to perceive the crucial differences
between talk and writing. Writers have
to learn, and learn how to apply, the
discourse rules of writing if they are to
compose coherent and effective written
texts.

Describing the rules of discourse is not
easy. Discourse analysis is much 1less
well developed than grammatical analysis
as a sub-field in 1linquistics. And the
variables one must deal with in trying to
state discourse rules are both many and
complex: Discourse is variable and high-
ly sensitive to context--to persona, aud-
ience, topic, and genre. We know much
less than we would 1like to know about
talk and about writing. But we do know
that talk, like writing, is highly organ-
ized, and that our students' own sense of
the requirements of spoken discourse can
enable them to intuit and then apply the
rules of written discourse when encour-
aged to do so. Canny teachers can begin
with talk and help students discover how
it is shaped and organized; they can then
move to writing and point out similari-
ties and contrasts. We need not wait for

a "Compendious Discourse Analysis of
Written English,” which will probably
never be written anyway, and we can make

effective use of such information as we
have.
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Consider the problems a talker must and
does solve in order to make a meaningful
contribution to an ongoing conversation.
The talker must: (1) get the floor from
those engaged in the conversation; (2)
say something relevant to the topic under
discussion (or else try to change the
topic--always a hazardous ploy); (3) say
something significant to the 1listeners
(all talkers fear the "So what!" re-
sponse); (4) hold the floor 1long enough
to finish the message (conversation is
competitive, and the task is not easy);
(5) signal to the other participants
that the message has come to an end.
There are these other problems as well:
Because conversation moves rapidly there
is little or no time for planning how to
organize the message that will be sent;
because human memory is limited and talk
transient (spoken words are gone even as
they are heard) the information a talker
sends must be immediately retrievable. A
listener <cannot flip back and scan
earlier parts of a conversation. But in
compensation for this 1last problem with
talk, both listener and speaker are pres-
ent and clarification can be requested
and provided.

With these problems in mind,
another look at the theme.

let's take

GETTING THE FLOOR AND SAYING SOMETHING
RELEVANT

A writer need not worry about getting the
floor (though she has to worry about
whether of not there will be readers);
and because a writer sets her own topic
(except in response to exam Qquestions or
writing assignments 1like them), saying
something relevant is either not a prob-
lem or else is a problem of a different
kind: For example, how to say something
significant in a universe of discourse
delimited by what has been written on
that topic; or how to follow through a
series of implications in a deductive
sequence. Note how the theme begins:
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There is no general statement of topic,
no thesis sentence. Instead, the theme
begins in a way that appears responsive,

perhaps to an assignment from the
teacher: "Write an essay discussing why
children don't do well in school."™ But
in fact, the theme begins in much the

same way a conversational response to a
spoken question might:

Q: "™hy don't students do well in
school?

A: "First of all the system dm't
really care about the students.”

One expects an enumeration, and can imag-
ine fingers thrust forward and bent down
as the points are counted off. (A dis-
cerning teacher in one of our workshops,
having guessed that the theme was a
transcript of speech, said: "It sounds
like something a person would stand up

enocugh time to learned,

ECEES\O@\IOLH#MNH
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First of all the system, don't really care about the students, schools are
always overcrowded and the students get the, impression that really there
are sare teachers, just like students just to Be there, and the children
performing below par is mainly the parents fault too, they really don't
stress How important is, and that when they go to school they should try
to do the Best they can instead they are encourage to learned Basketball,

and say at a school-board meeting in re-
sponse to an earlier speaker.")

HOLDING THE FLOOR

Since conversation is competitive (every-
body wants to talk), silence must be a-
voided by a talker who wishes to hold the
floor. When a break in the flow of sound
occurs, it is usually taken as a signal
that the floor is open to another speak-
er. Talkers have many ways to keep sound
flowing long enough to think up something
else that is pertinent. One way is to
use relatively meaningless phrases or
words that serve only to keep the vocal
cords vibrating, and another is to signal
continuation by using conjunctions: Once
an and or a but is spoken, a slight pause
is Eggéible because a speaker has signal-
led an intention to hold the floor. Con-
sider the underlined sentence openers in
the theme:

lrirst of all the system, don't really care about the students,/2schools are
always overcrowded and the students get the, impression that really there
are same teachers, just like students just to Be there,/3and the children
performing below par is mainly the parents fault too,/4thgy—really dn't
stress How important is, and that when they go to school they should try
to&:ﬂleBestﬂxeycmvsinsteadtheyareammagetoleaxnedBasketbau,/
®But in all the fault would lie on the state and government officials,
Because really they don't care about children Eth:atimﬂthey'renm'eccn-
cerned about what's your color or do your family have a good Income?/Sand
really with all the pressure society put on the children they dn't have
far the kids that are real Bright they can

make it through,/ 0But what about the kids that need a little extra Time so
with all this its too mixch,/Hfor them if a mother asked her child what did
you learned today, the average child would say nothing Because there is always
samething going an Beside Educational,/1%so when this kid is out of school he
orshe?asmdﬁng,Beca:seallﬂnsesdElyearsmrejustpmblatssociety
has push on the Kids,/3and when they hit the outside world they're not ready
mtbecmmetheyazedmﬁ&xtsocietyhaseffectt}mmthewrmgside,/

19 4Bt who get the Blame?/Always the children,/16if a kid could g to

school and
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20 learned, without meeting society, they would came out a Better product, and

oould be ready to hit head on with sxnety,/l

' all its all of cur fault in

22 ane way or another, but to put it plain society is more the bkme,/hﬁxm.then
23 acain we ﬂuapexﬂerm&e society up, but far as the children concerned not

24 that:mxj1/ so:[vmuld suggest that society get on the good foot, because
25 whether they Tike it ar not we're the future/

Some of the connectives bear semantic or

structural weight (instead in sentence
5, for example; but in sentence 10;
over'all in sentence l7). Most, how-

ever, are importations from speech of
those very necessary signals that say to
other would-be-talkers, "You will wait,
please, until I finish!"

SAYING SOMETHING SIGNIFICANT,
AVOID "SO WHATI!"

OR HOW TO

The theme begins with topic focus upon an

abstraction: the system. But focus
quickly shifts to persons, as the fol-
lowing underlinings show (the under-

linings are of sentence and clause sub-
jects and of embedded subjects):

|:5‘\om\lo\u14>umb—-

enough time to hxuned”ﬁ&mt

The strongly personalized stance of the
final sentence:

So I would suggest that society get
on the good foot, because whether
they like it or not we're the future.

is thus anticipated
persons in most of the preceding sen-
tences. Abstractions are okay in con-
versation, but only if their effects upon
persons are indicated, and especially
upon persons like those who are talking
together. Otherwise, the conversation
might well result in a "So what!"

in the focus wupon

rirst of all the system, don't really care about the students,/2schools are
always overcrowded and the students get the, H!nﬁssnzlthat:nﬁﬂly there
are same teachers, just like students just to Be there,/3and the children
;erﬂmmunghehmrpn:1snauﬂy'ﬂuapanams fault Ux)/%heyreaUy'&z1t
stress Haw:n;nrunﬁzls,and'drn:vben'ﬂmy go to school they should try
to(k)ﬂm:Bam'ﬂfg’dnv5ummeaitheyareexxnunxp'u>lannaiBmﬂeﬂxﬂl”/
6Bt.r!:1nallthefaultwuuld lie on the state and government officials,
Because naﬂly'ﬂry'dxft(xue ahmm,dnldmaldeatquJHIQ'rermxe omn-
cerned about what's your oolar or do your family have a gxxllmxnezﬁ%md
re&Uy'wrﬂlaILthe;mesane sxuety;ut<11the<inhmxm'ﬂEQ'dzﬂtlzwe
for the kids that are naﬂ.Brujﬁ:theycan
make it through,/10But what about the kids that need a little extra Time so
with all this its too mch,/Mfor them if a mother asked her child what did

G'.E‘UIG

=
(o))

you]garmkitxhy,theanenxp dnld‘mxﬂdsayrrxhun;Bexnme'ﬂmmeJs always
samﬂiung going on Beside deﬁﬁn&nal”/ 5o when this kui:s out of sdhxﬂ.he
or shelru;noﬂung,iaaxmse all those ijxﬂ.yearsvﬁae just problems sunety

]

has;nSh<xutheIﬁds”/ and when they hit the outside world they're not ready
not because they' are dmb, But society has eﬂkctthenontbevmux;snka/

19 14pat who ‘get the Blame?/LSAlways the children,/16if a kid could ¢ to

school and

20 learned, without meeting society, they wauld come out a Better product, and

21 could be ready to hit head on with society,/7over' all its all of our fault in
22 one way or ancther, hut to put it plain society is more the blame,/IBBut then
23 adain we the people make society up, but far as the children concerned not

24 that m.x:h,/Igso Ewould suggest that society get on the good foot, because

25 vhedma'zgailjkejx or not we're the futare/
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