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I. Current-Traditional, Classical, and Process Models of
Composing

Much of the work in composition theory for the past decade
has explored alternatives to the “current-traditional para-
digm” of teaching (and learning) writing.! Recent treatments
of the relationship of classical rhetoric to modern practice il-
lustrate two clearly different solutions, one that looks back to
ancient systems and one that turns away from them. Both
camps firmly agree that teachers need to move away from pre-
senting students with finished examples of the modes of dis-
course for study and imitation. However, they disagree on the
source of this widespread methodology and on directions for
change. Looking to Quintilian’s educational system, James
Murphy suggests a return to an integrated language arts cur-
riculum in order to heal the split he sees between reading and
writing in modern classrooms (3-13). Others regard such clas-
sical models as the very source of the problem in modern
writing courses.

C. N. Knoblauch and Lil Brannon, for example, contend
that the current-traditional paradigm persists precisely be-
cause composition teachers still follow the methods of Quin-
tilian. In Rhetorical Traditions and Modern Writing, they explain
two basic objections to this legacy. First, they argue, compo-
sition teachers are unacquainted with the history of their dis-
cipline and do not understand its evolution. Without a
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guiding philosophy, their composition classes become “ster-
ile” repetitions of a system of education that no longer ap-
plies in the twentieth century. Second, current-traditional
methods repeat ritualistic, ceremonial conventions that do
not have any clear application to our students’ communica-
tive contexts. Nor does the focus on “modes” (comparison/
contrast, process analysis, cause/effect) reflect what we have
learned about how writers actually compose or help students
use writing to discover anything meaningful to say.

On the surface, it is difficult to argue with Knoblauch and
Brannon (certainly much of composition repeats a classical
model without fully examining it). However, this essay will try
to prevent teachers from throwing the philosophical basis of
classical thinking out with its current misapplications. At the
close of their book, Knoblauch and Brannon argue for a more
conscious examination of the rhetorical tradition in order to
learn and practice a truly modern rhetoric, one where stu-
dents use writing to explore ideas and to find genuine reasons
for communicating them to actual audiences.

We propose to relate this call for a new pedagogy to an
idea inherent in both classical models and modern theory —
that of the student writer as both learner and communicator.
Much modern theory and research has clarified the important
function of self-reflective or expressive writing in the develop-
ment of writers. We shall attempt to connect this focus on the
expressive aim and the writer’s development with the classi-
cal concept of the exercise. Expressive writing, we believe,
can become the link between the persuasive, communicative
aims of classical rhetoric and the writing-as-discovery models
of more recent research. This essay will present two se-
quences of writing-speaking-reading exercises that illustrate
how expressive and communicative languages can and must
be integrated in the process of teaching and learning compo-
sition.

Susan Miller, in a recent essay in Murphy’s collection,
provides an old-fashioned rationale for our somewhat new-
fashioned pedagogical synthesis of expressive and communi-
cative languages. She describes classical progymnasmata,
particularly as fostered by Quintilian, in specific terms:

First the young scholars reconstructed the texts of the
works to be read from often fragmented, faulty manu-
scripts. Then, they read the texts, memorizing them and
presenting expressive readings to practice public deliv-
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ery and correct pronunciation. In the third stage, called
exegesis or exposition, the students dealt with what the
texts meant. They parsed sentences grammatically, de-
fined and learned vocabulary words, studied allusions to
geographical, historical, or literary matters, and ex-
plained the content of each work. In the fourth and final
stage, the class drew moral lessons from the texts. Al-
though this stage was called ‘criticism, it was never the
thematic, generic, or formal analysis of literature we
know; rather, it was a demonstration of the moral and
ethical use of the work (49).

Since Miller is arguing from a historical rather than theoreti-
cal context, she does not go on to explain how this learning
process is different from current-traditional rhetoric’s empha-
sis on the product of writing rather than on the process of pro-
ducing a writing, nor does she point out in specific terms how
current-traditional rhetoric’s emphasis on critical-expository
discourse over all other aims is undercut by the more integra-
tive process of copying, translating, paraphrasing, reading
aloud, and discussing that the best of Quintilian’s followers
from second and third century Rome through the Renais-
sance had their students produce.

Miller’s essay and, in fact, all the essays in the book from
which it comes, argue that classical models of teaching read-
ing and writing were far more well-rounded and balanced in
their treatments of the entire writing process than are the ma-
jority of their twentieth-century counterparts. Contemporary
researchers and teachers are finding this return to the classics
increasingly attractive for both political and educational rea-
sons: politically, because the beleaguered writing teacher, a
second-class academic citizen in the twentieth century, finds
a strong and consistent tradition with which to identify in
scholastic applications of rhetoric in the classical tradition;
educationally, because many of the theories that have been
suggested by current learning and discourse theorists have
brought writing teachers back to a reconsideration of inte-
grated language arts curricula, where reading, speaking, lis-
tening, writing, and thinking become interactive processes.

This essay picks up on the second of these reasons for re-
turning to a classical curriculum. But, we hope, it does not do
so by suggesting a reductive and mechanistic set of exercises,
into which the worst of Quintilian’s pedagogical followers of-
ten turned the classical progymnasmata. We, instead, believe
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that current composition theory’s emphasis on process, com-
bined with current learning theory and rhetoric’s emphases
on the organic, interactive nature of sophisticated or mature
thinking and writing can provide today’s writing teacher with
a model for developing a new concept of exercise, a renewed
sense of progymnasmata, in the classroom. At this point in
our field’s development of theory, the base of that new sense
of integrated exercise lies in the development of strategies for
combining expressive and communicative discourse in the
process of composing.

Three paradigms or models describing the writing proc-
ess, then, lie behind this article’s attempt to evolve a new
sense of composition exercise: the classical, the current-tra-
ditional, the new. The classical we are returning to because it
integrated the acts of reading, imitating, copying, thinking,
writing, and speaking into a developmental continuum that
has been missing from the current-traditional paradigm,
which has consistently focused upon imitation of the surface
structures (the modal patterns, the paragraph, the sentence,
the arrangement of the whole) of writing. Current-traditional
rhetoric also focused almost entirely on informative writing;
the classical emphasis on persuasion and the romantic em-
phasis on the expressive were replaced by situations in which
students wrote as experts to an audience that was supposed to
be informed by what it read. In combining the first, the classi-
cal, with the third, the current emphasis on process, we hope
to include the best of the old and the new, while avoiding the
mistakes of the so-far dominant current-traditional paradigm
of teaching writing.

II. Expressive Discourse and the Act of Writing

Three theorists have recently provided workable summaries
of the aim, function, and context of expressive discourse.
James Kinneavy defines expressive discourse according to its
focus upon the discovery processes and self-creative func-
tions of language as they create belief and understanding in
the writer.2 Kinneavy argues that expressive writing is “psy-
chologically prior” to all other types of discourse. He means
by this that teachers, who are interested in how language and
writing skills are developed, and philosophers — the existen-
tialists, for example — who are interested in how thought
comes into being, should understand the aims of discourse
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developmentally, as types of speaking, writing, and commu-
nicating that are psychologically arranged in an order that
will enable writers, first, to discover and learn what they have
to say and, second, to express the results of that learning to
others.

Much of what Kinneavy suggests about the primacy of
expressive discourse in the overall learning process is compa-
rable to what many researchers and theorists such as Donald
Murray, Linda Flower and John Hayes, and Nancy Sommers
are suggesting is true of written composing as a result of their
work with protocols, case studies, and other empirical meth-
ods.? These composition theorists and researchers find that
writers, while engaged in the act of putting words on the page,
are constantly looking back at what they have written and for-
ward to what they have yet to write. Sommers and Flower and
Hayes point out that students seem to revise in two general
stages, the first of which is “writer-based,” where writers look
backward and forward over what they have written in order to
shape their own thoughts and the second of which is “reader-
based,” where writers look backward and forward according
to a plan that has been developed earlier in the writing proc-
ess. These later writings usually address a more transactional
or public audience than the earlier ones.

From expressive discourse, then, are evolved transac-
tional aims. Certainly empirical research also indicates that
this process is not totally linear, with the expressive always
leading in a straight line to the transactional. Yet the overall
pattern does seem to hold, and recent empirical research in
composition does, in its call for more careful attention by
teachers to student drafts, reinforce Kinneavy’s argument for
the psychological priority of expressive discourse. Writers
discover what Kinneavy describes as general goals, teleologi-
cal purposes, for writing during the expressive stage; they
transform those goals into particular discourse aims during
the transactive, or communicative, stage.*

James Britton, in his influential work on composition
theory, provides the most complete account of the function of
expressive discourse within the overall development of writ-
ing skills. It is expressive writing, Britton contends, that helps
teachers and students focus upon the process of “shaping at
the point of utterance,” of using writing to see and re-see
evolving intentions. Expressive writers are free to take on a
“spectator’s” stance, reflecting on and observing their own
ideas before committing themselves to participate in a com-
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municative transaction. Expressive discourse, for Britton, is a
means whereby writers become self-conscious, where they
come to know the origins and patterns of their thought, and
where they begin to discover, or internalize, an audience that
might be interested in and need to know what the writer has
thought. Britton argues the need to include both expressive
and transactional discourse, in both spoken and written
formss, within an interactive, general curriculum in language
arts.

Recent research makes it clear that particular classroom
composing exercises must help students to integrate other
language arts with writing as they learn to compose. Students
can benefit from a return to classical models, to the progym-
nasmata of the Roman classroom, but this benefit will not be
achieved unless we imitate the spirit rather than the letter of
the transcribing, copying, translating, paraphrasing, criticiz-
ing, and judging exercises that were frequent in these classi-
cal pedagogies. First and second century Roman and later
Renaissance and medieval schools existed in very different
cultural contexts from our own: for them writing was not the
sole coin of power that it often is today. Students today have
been influenced from birth by a dominantly visual-scribal cul-
ture. They do need to retrain memory and to sharpen basic re-
writing skills such as paraphrase and summary, and they do
need to renew the traditional skill of close reading and careful
attention to words that the translation, reading aloud, and dic-
tation exercises of the traditional classroom were meant to in-
still.

‘ All these skills, however, had a kind of equal importance
in classical contexts that they do not, and should not, have in
our writing classrooms. They are important, in contrast, be-
cause they are subordinate means of training students to take
on the essentially private experience of writing. Students, in
other words, who must train their memories so that they can
hold in their heads the content and language of what they
have already written because they will then be better able to
follow their lines of thought as they develop on the page are
not being asked to do the same kind of work with memory
that a Roman student memorizing someone else’s lyric poem
or speech in order to use bits and pieces of that speech in a
subsequent, original oration is being asked to do. Our stu-
dents are self-consciously reworking their own language and
thought before or while they consider how it would look to
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others; the Roman student is consciously memorizing pieces
of language that might be incorporated into an oration later
when that student has developed someting to say.

 Today’s writing teachers need a less mechanistic, more
organic model to work from as they devise classroom se-
quences and exercises, but they need also to find a model that
will accommodate all the language arts, as the classical
model did.

Much of what Richard Young has called current-tradi-
tional rhetoric has emphasized a separation of the expressive
and communicative functions of writing. Perhaps because of
a modern, empiricist skepticism, inherited indirectly from
Locke and Hume, modern rhetoric fostered a utilitarian em-
phasis on the craft rather than the genius required of good
writing. This attention to craft, however technically adept in
its treatment of particular rhetorical and linguistic skills as
they were manifested in the product or text, has been singu-
larly unsuccessful in connecting in our students’ or in the
public’s minds the processes of thinking and knowing and the
act of writing. It is often this false separation of thought and
writing that leads to the oversimplified public outcries con-
cerning illiteracy and basic skills, and this same separation
causes many students of writing to demand quick, cosmetic
cures for their writing ills. ,

The numbers of current writing teachers, however, who
argue for a new-romantic revolt against the practitioners of
craft seem also to oversimplify the writing teacher’s prob-
lems. Much of both current and classical rhetoric, with its
philosophical underpinnings, should indicate to us that many
but not all of what the nineteenth-century romantics, with
their emphases on the expressiveness of writing understood
as undefinable and rationally uncontrollable processes, can
be empirically studied, are reducible to systematic theoreti-
cal analysis and description, and — ultimately — can be
made into pedagogical models. Certainly this does not mean
that we will ever be able to reduce the teaching of writing to a
totally mechanical system of mental and physical operations
that behavioral theorists might have once argued was possi-
ble, but it also does mean that we can, as a profession, orga-
nize ourselves around a set of heuristic operations that are
neither too mechanically simplistic nor too romantically mys-
terious.® ‘

This article argues that a synthesis of current work on ex-
pressive discourse, learning theory, and classical exercises of
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the kind that are represented in Quintilian’s progymnasmata
might provide just such a flexible yet systematic heuristic
model for writing teachers. The sequences of exercises that
follow provide a foundation for the pedagogical integration of
expressive and transactional functions of writing. They bring
together the teacher’s concern with rhetorical skills in a learn-
ing context that encourages the relation of those skills to the
larger aims of discourse. They also encourage what we be-
lieve is a more honest assessment of the classroom learning
situation, where developing writers must write for the pur-
poses of their own self-discovery before they can with any in-
tegrity address a more public audience.

III. Integrating Expression and Communication: Two

Stages of Exercises
We deliberately call the assignments within these stages “ex-
ercises” because we want to connect them to the spirit of
Quintilian’s progymnasmata, a systematic process of inte-
grating reading, speaking, listening, and writing that was de-
signed to foster facility with language. These exercises, too,
combine all language arts in ways that many exercises in the
current-traditional paradigm, with their emphasis on the fin-
ished, edited copy, do not. We believe that a return to the clas-
sical concept of exercise — where students gradually develop
control over language forms and come to see how language
shapes thought — can become the basis for a genuine proc-
ess-oriented pedagogy for college writing. We suggest that
such a return should be grounded in expressive writing, which
can combine the best of the classical sense of exercise with
what modern research in learning theory has shown about the
development of language.

Much has been written on the theoretical level about the
value, or primacy, of expressive language in overall verbal de-
velopment; however, little has been done on the practical level
to indicate how a teacher should elicit such discourse or use it
to help students gain control of reading and writing. These ex-
ercises, we hope, will provide teachers with methods for inter-
vening in students’ composing processes in ways that will
help them consciously control developing thought.

These exercises will also help teachers understand how
expressive discourse functions as an intermediate process be-
tween private and public forms of written communication.
Writers who work through these sequences of exercises, with
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teachers as informed collaborators, will learn to look back on
their perceptions and feelings as they conceive a topic while
they simultaneously look forward to a defined audience of
those who need the understanding and information the writer
can supply. The expressive writer, then, includes within the
act of writing both the subjective “I” looking back on ideas de-
veloping and the objective “I” beginning to assume the role of
an imagined audience.

Each sequence of exercises moves, therefore, from ex-
pressive to transactional writing. Like their classical prede-
cessors, however, the sequences are recursive and depend
upon students’ developing consciousness of using writing to
objectify and decenter from what they are reading or discus-
sing. In other words, the exercises first make the student
aware of the roles of participant and spectator and then use
that consciousness as a basis for combining those roles to
produce a final writing. In the process, the exercises should
help students train their memories as they re-examine earlier
writings and synthesize them into later drafts.

The final exercise in one sequence requires exposition,
the other persuasion — the two types of discourse which pre-
dominate in college composition courses. Unlike assign-
ments in the current-traditional paradigm, though, these
exercises lead students to a more natural discovery of rhetori-
cal context and aim rather than beginning with artificial con-
texts designed to stimulate “invention.” In our overall
sequences of exercises, invention is based on the students’
reading of the texts at hand and their re-seeing of those texts
through their writing of copies, paraphrases, summaries and
responses. According to both learning and reading theory,
that writing should be based on the students’ larger, individ-
ual categories of experience. Until students can discover that
individual perspective on a text or on an exercise, their writ-
ing will lack the personal investment which marks the fluent
writer’s ability to engage a subject or an audience.

Stage 1: From Discovery to Generalization

The first sequence of exercises is based on Kate Chopin’s
“The Story of An Hour,” a short story written in 1896 that de-
scribes a woman'’s reaction to the sudden news of her hus-
band’s accidental death. Because the exercises ask students
to enter the world of a literary work, they require that students
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discover the roles that the narrator gives both to the charac-
ters and to the reader. They must, then, use the oral and writ-
ten exercises to simultaneously identify with the short story
and to stand back to analyze it.

Exercise Sequence 1

1. Read the first four paragraphs of “The Story of An Hour.”
Write, in class, a short response to these paragraphs in
which you explain what you think will happen in the rest of
the story. What do you expect when you read the title?
What do the first four paragraphs make you think will hap-
pen? Why do you expect what you do?

2. Listen as several members of the class read these para-
graphs aloud. Then add to your response statement a de-
scription of the voice telling the story and your reaction to
its sound.

3. Read what you have written aloud and listen as other stu-
dents read theirs. Copy down those parts of the paragraphs
that led to your predictions. What particular words or im-
ages did you record and respond to? How did hearing the
various sounds of the narrator’s voice aloud add to or
change your reactions?

This first sequence of exercises aims at making students
more conscious readers. Much has been written lately about
the need to re-integrate the processes of reading and writing,
as well as oral and written skills, but very little classroom
methodology has been suggested. Yet modern students do
need to develop the ability to see and remember more clearly
what is actually on the page of the texts they read and write.

We believe that this ability can be practiced through ex-
pressive discourse, which can also provide the link between
reading, speaking, and writing. Although several theorists re-
cently have advocated a return to an integration of reading
and writing through expressive “response statements,’ these
suggested student writings are often disconnected from the
process of producing a final writing for a public audience.
These theorists base their pedagogy, as do we, on psycholin-
guistic reading theory, which shows that readers bring much
more information to a text than the words on the page pro-
vide. They suggest that writing down such non-visual infor-
mation in the form of reaction statements will enhance
awareness of how both reading and writing work. In the last
ten years, too, some teachers have drawn on reader-response
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literary criticism, which sees the reading process as an “inter-
action” between the text and the reader, and which, like psy-
cholinguistic reading theory, insists on the reader’s
participation in the creation of meaning.” Both these recent
approaches to reading can provide the material for expressive
writing in response to a literary text.

Two recent articles exemplify this relatively new ap-
proach to teaching writing by using reading theory. Elizabeth
Flynn presents student samples to illustrate the movement
from expressive response statements, through drafts focused
on an audience, to a final paper. Her student case study cer-
tainly displays a developing sense of how to organize around
an emerging generality that would make sense to an outside
audience and that first surfaced in the response statement. In
this sense, Flynn sees response statements as “links between
the texts and students’ experience,” as a way into the world of
a literary work (347).

Flynn'’s purpose is to illustrate how such exploratory writ-
ing can help students move outward from identifying with
characters or summarizing plots toward observing patterns of
meaning in the text. Because her aim is to teach literature
through writing, she does not focus on how a writing teacher
might use the particular world or dramatic context of a liter-
ary work to teach composing skills. Thus, Flynn does not ask
the crucial question of how the movement from response to
observation occurs, or how teachers might help students re-
see their intitial reactions with greater critical distance.

Our first exercise sequence, on the other hand, makes
the connection between composing and reading theory much
more explicit. The first exercise draws on psycholinguistic
reading theory by asking students to become conscious of
their roles as readers who predict meaning by associating
with particular images, characters, or settings. These exer-
cises slow the writing and reading processes down so that stu-
dents can examine their responses to the textual cues at the
beginning of the story. The second exercise, drawing on
reader-response theory, asks students to become conscious
of the tension that often exists when new cues must be
matched with that initial response.

: Exercise Sequence 2
1. Read to the end of paragraph ten, or listen as class mem-
bers read it aloud, and write another response statement
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in which you add to or change your initial predictions
about how the story will end.

2. Copy the paragraphs which you think caused you to revise
your expectations. What new images did you notice? How
does the sound of the narrator’s voice change?

3. In small groups, read your two reaction statements aloud
and compare how your predications have changed, and
why. How might you fit your two responses together?

These exercises introduce students to controlled practice in
handling conflicting responses, which reader-response crit-
ics, such as Wolfgang Iser, suggest is the mark of fluent read-
ers. In a recent College English article, Mariolina Salvatori
uses the Iserian concepts of consistency building and wander-
ing viewpoint to argue for greater attention to reader re-
sponse as a means of improving writing skills. She claims that
students tend to engage far too much in consistency building,
or confirming familiar meanings with which they can identify.
Students, she says, tend to exclude the wandering viewpoint
from their reading — not recognizing the need to revise the
perspectives they have built from the text’s consistencies.
Thus students often summarize or reproduce the texts they
read rather than reflect on them critically.

The exercises in the second sequence make this distinc-
tion between summary and criticism clear. First, the act of
copying involves looking at the text very differently than
when reading silently. Separating this type of copying from
their more distanced response to it ensures that students will
recognize the simultaneous processes of becoming involved
with textual cues and stepping back to observe that involve-
ment. Our exercises, too, are designed so that students, as
Salvatori suggests, “confront the ambiguities and uncertain-
ties in the reading process” (662). They require that students
practice the two language roles that students must practice as
they write expressively: first, students write as participants in
the story, recording reactions and making predictions; next,
they take on the role of spectator to reflect on those expecta-
tions and to examine their causes. Finally, by requiring that
students read their responses aloud to other members of the
class and discuss them, the exercises move students toward
an integration of private and social production of meaning, a
synthesis of expression and communication. Because they
have experienced the tension they feel as readers of the short
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story, they will be better able to handle and structure that ten-
sion in their own work.

Salvatori and Flynn point out many of the characteristics
of expressive writing identified by the theorists and research-
ers cited earlier: its language tends to be private, with idiosyn-
cratic, personal meanings; its grammatical subjects are often
“psychological,” and therefore missing; and its structure
tends toward narrative as it follows the contours of emerging
thought.® Our next exercise sequence gives students practice
with these forms.

Exercise Sequence 3

1. Read to the end of paragraph twenty, making notes to
yourself in the margin that record your responses to the
story as it develops. What associations can you make with
Mrs. Mallard’s feelings and thoughts in this section?

2. Looking back at your notes, write a first-person narrative,
telling your reactions to the story and describing how your
perceptions and expectations changed as you read.

These exercises slow the reading process down even more
and, again, ask students to move among the roles of partici-
pant and spectator as they first record emerging responses
and then to look back on those associations in order to shape
them into narrative form. The next exercise sequence re-
quires still more distanced reflection on their initial encoun-
ter with the story.

_ Exercise Sequence 4

1. Write a paragraph in which you summarize your narrative
and generalize about your reactions to Mrs. Mallard up to
this point in the story. Look back at this summary and ex-
plain how your reaction to the main character might ac-
count for your expectations concerning how the story
might end. What in your own memory or experience might
have led to your reactions?

2. Insmall groups, read your narratives and summaries to an-
other student. Then exchange papers and write a third-
person paraphrase of the other student’s response to the
story. Compare your responses, summaries, and para-
phrases in a report for the class. :

These exercises ask students to become objective about their
subjective responses. Linda Flower and Sondra Perl have both
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advocated this gradual movement from initial writing for the
self toward a re-seeing with others in mind.® Here students be-
gin to structure their responses by re-shaping narrative into
summary and generalization. Here students also begin to
look towards an audience as they read over the paraphrases of
their work that others have written. Like the classical models,
then, our exercises offer controlled practice in seeing a text
through various forms of language.

Unlike the classical progymnasmata, however, in these
exercises the student’s own texts take over from the text of the
short story as the focus of critical reading. The classical
models intended that students re-examine another writer’s
thinking. In our sequence, each successive exercise sequence
requires students to re-examine what they have already
thought and written in terms of another rhetorical form or
aim. That aim naturally develops into a sense of “other” as au-
dience when students re-read their own work to themselves
and to others and begin to incorporate what others might
think into their own thinking. The other members of the class,
in the reactions to drafts and summary or paraphrase of each
other’s work, also function to develop a sense of audience in
student writers. The teacher, too, as she structures and com-
ments on successive exercises in the role of informed collabo-
rator, can clarify for students where and how their responses
can be revised to fit a particular rhetorical context.

The next sequence of exercises encourages students to
deal with the surprise ending to the story, first, in an objective
way in order to ensure that they can identify with the irony in
the narrator’s voice. Then, they must move back from that
identification to reflect on the irony’s effect on them as read-
ers, which leads them to the defined context in the final as-
signment.

Exercise Sequence 5

1. Copy the last three paragraphs of “The Story of An Hour.”
Paraphrase, in your own words, the last line.

2. Write a short paragraph describing your reaction to the
story’s ending. Were you surprised? Were you satisfied
with the ending or did you feel manipulated? Do you think
the surprise was necessary? How does your reaction to the
ending fit with your responses and predictions up to this
point?

3. Listen as three or four students read these paragraphs in
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class and summarize your reactions to each, accounting
for their differences.

Obviously, students now will need to take the longer,
other-oriented view, in which they look back over all of these
exercises, in order to arrive at a generalized reaction to the
whole story and their cumulative response to it. The final as-
signment, then, moves from subjective evaluation of their ex-
ercises so far to more objective interpretation of those
writings.

Exercise Sequence 6

1. Look back over all your exercises in response to “The
Story of An Hour” and write a summary that describes
your reactions to the story and makes connections be-
tween that response and your own memories or assump-
tions. How is your generalization different or similar to
those of others in the class?

2. Imagine yourself in this situation:
The literary magazine on your college campus, in answer
to an escalating argument against required Humanities
courses, has decided to devote its next issue to a defense
of such a requirement. Other students have been asked to
submit papers on the value of studying the liberal arts, his-
tory, music, and philosophy. You have been asked to write
an essay on the value of reading fiction. Using Kate Chop-
in’s “The Story of An Hour,” demonstrate how reading fic-
tion leads people to examine their own expectations and
assumptions and how literature can function as a way of
teaching readers something about themselves. Remem-
ber, the cumulative effect of the entire magazine will make
the argument for required Humanities courses; you should
concentrate only on Chopin’s story as an illustration of
what students can learn from reading fiction. Write in third
person, using the hindsight you have gained by working
through earlier exercises on this story. In other words, you
have something to tell others about how reading this story
caused you to examine and re-examine your own assump-
tions.

Finally, this exercise sequence uses writing to explain the
process of reading, which, in turn, uses all the language arts
and forms of the classical progymnasmata to arrive at a final
synthesized paper. However, the sequence also uses modern
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learning theory in that it makes students conscious of how re-
sponses recorded and objectified as they are read can be
combined with their own memories and personal experiences
to shape discourse that will explain that process to others.

This combination of classical exercises integrating
speaking, reading, writing and current learning theory places
these exercises into a more naturalistic, functional, and goal-
oriented process. This process can enable English teachers to
return to the best of the old in the context of the best of the
new. The literacy crisis is not going to be lessened by a whole-
sale return to oral dictations, group recitations, or mechanical
imitations of professional writers. Such exercises, however
much they integrate all the language arts, are simply too sep-
arate from the processes of actual thought and expression to
engage students. But, once placed into an expressive context
where students learn by using language to explore — in front
of other learners — their patterns of thought, what were previ-
ously rote, mechanical exercises can become tools of learn-
ing.

Stage 2: From Response to Persuasion

Our second stage of exercises focuses on persuasion, a
very different type of discourse from literature. Persuasion
aims at identification between writer and reader in which, un-
der ideal persuasive circumstances, the reader is completely
controlled by the logical, emotional, and ethical appeals of
the writing. Advertising, perhaps the most manipulative form
of persuasive writing, often emphasizes these appeals in
more explicit ways than does political oratory or debate. Ad-
vertising ought, then, to provide an ideal contrast to literary
discourse, where the reader must be able simultaneously to
follow both the thematic and the literal levels of the story,
poem, or play. On one, more superficial level, a critical reader
of persuasion must be able to understand the intended effects
of the discourse; on a second, more sophisticated level, a crit-
ical reader must maintain an analytical distance. The partici-
pating and judging selves should be more consciously
contrasted in the reader of advertisements. This balance of
what Peter Elbow has called the “doubting and believing”
games should be obvious in the following sequences of read-
ing and writing exercises. This entire stage of response is
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based on the Coca-Cola advertisement that appears on the
following page. ,

Before students can be asked to take on a critical role,
however, they must identify with the advertisement’s appeals
and intended effects. The following exercises should help stu-
dents understand how the images evoked by the words and
picture of the advertisement come to produce particular ef-
fects on them.

Exercise Sequence 1

1. Read over the whole advertisement for Coca-Cola. Copy
down each of the visual, sensual images that you find
there and group them under either the heading of “good
things” or “good times.”

2. Next to your list of images, write descriptions of the situa-
tions or scenes that these words and phrases call up from
your memory or personal experience. What particular as-
sociations do you have with “Big Sur,” ““a Florida sunrise,’
“Saturday night,” or “your team winning,’ for example?

3. Pick one of these images and write a short narrative which
tells a particular story about your association with it. Did
Coke play a part in the experience? How might Coke be re-
lated to “good times” or “good things’?

These exercises serve to link the students’ reading of the
text of the advertisement to their own experience. In order to
understand how it achieves its persuasive aim, students first
need to experience the effect of the advertisement’s language
in a personal way. The next exercise sequence will help them
see how those personal associations connect to the larger,
collective, “American” audience.

Exercise Sequence 2
1. Combine your list of associations with the lists of several -
- other students in the class. Add to that list a response to
the headline, “America.” How are these responses related?
2. Write a summary of these associations in which you ex-
plain how the lists of images can be connected to the title

of the advertisement.

This sequence begins to connect the students’ personal,
individual perspective to the collective associations of the
class. It establishes common responses and begins to develop
an awareness of the roles the advertisement asks them to play
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If you'll stop and
think for just a
moment, you'll find we
have more of the good
things in this country
than anywhere else in
the world.

Think of this land.
From the surf at Big
Sur to a Florida
sunrise. And all the
places in between.

The Grand Canyon
. . . the wheat fields of
Kansas. . . Autumn in
New Hampshire . . .

You could go on
forever. But America is
more than a place of
much beauty. It's a
place for good times.

It’s Saturday night.

It's a trip down a dirt
road in a beat up old

jalopy.

It's your team
winning. It’s a late
night movie you could
enjoy a thousand
times.

And, yes, when
you're thirsty, it’s the
taste of ice-cold Coca-
Cola. It’s the real thing.

In fact, all of the
good things in this
country are real.
They're all around you,
plainly visible. We
point to many of them
in our advertising. But
you can discover many,
many more without
ever seeing a single
commercial for Coke.

So have a bottle of

 Coke. . . and start

looking up.
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as a general audience. The next exercise sequence will intro-
duce students to the role of the speaker in the advertisement.

Exercise Sequence 3

1. Re-read the advertisement while you listen to the teacher
or another member of the class read the text aloud. Copy
words or images that stand out or come to mind when you
hear them.

2. Think back to your reaction to the sound of the advertise-
ment as it was read aloud. How would you read it? In
groups, read the advertisements to one another and an-
swer these questions: what kind of person is speaking in
the advertisement? Who listens to this sort of voice? Can
you compare this advertisement’s voice to voices you have
seen or heard in other advertisements?

3. Write a paraphrase of this advertisement in your own
words and read it to your group. Compare the difference
between the sound of the advertisement itself and the
sound of a few of the paraphrases. (This exercise will help
students experience the tone of the speaker’s voice, and it
will establish the beginning of a rhetorical analysis ex-
plaining this voice’s effect on students as readers of per-
suasion.)

4. Write a summary of these associations in which you ex-
plain how the lists of images can be connected to the title
of the advertisement.

5. Read your summary to other students and listen as other
students read theirs. Paraphrase each other’s responses,
using the third person.

6. Looking back at both your summary and your paraphrase,
write a description of the general, or ideal, audience that
this advertisement intends to persuade. What would they
need to identify with, or believe in, in order to be per-
suaded?

Here students move even further toward a consideration
of others in the role of audience, after they have explored their
own reactions to that role. Looking back at all their reactions
and evaluations of the text, students can prepare themselves
to evaluate the effectiveness of the advertisement. This exer-
cise will prepare them for the final exercise, where they must
take on the role of persuaders themselves.
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Exercise 4: Final Assignment

You work for an advertising agency that is trying to land
Coca-Cola as its newest client. Although Coca-Cola has
been enormously successful, your company wants to
convince them that their current line of advertising has
gone stale. “Have a Coke and a Smile,” “Coke Adds Life,”
and “It’s the Real Thing” have been repeated too often to
remain effective, you think. Your company, therefore, has
developed a new advertisement with “America” as its
headline. Your boss has given you the task of presenting
this new advertisement to Coca-Cola to convince them
that it makes a fresh and more effective appeal. In an in-
troductory letter that will accompany the advertisement,
persuade Coca-Cola to buy the advertisement by show-
ing them how the new advertisement works to re-inforce
their image as the producers of the nation’s leading soft
drink. To be persuasive, you will have to show how your
advertisement identifies Coke with America and with the
reader through its imagery, headline, and photography.

Here, students will have to adopt an objective stance toward
the advertisement, just as they needed to be objective about
their reading experience in the final exercise on “The Story of
An Hour.” However, we believe that because they have ex-
plored their subjective responses to earlier exercises, through
practice, expressive writing in various forms and with varying
degrees of distance, they will be more prepared to combine
subjective and objective responses into a balanced critical
perspective. Each sequence of exercises deliberately blends
objective tasks (paraphrase, imitation, summary) with subjec-
tive responses, encouraging writers to work through these se-
quences in a way that will help them become critics without
sacrificing their ability to participate in constructing the
meaning of the texts they are reading.

Exercises do not have to be dull, mechanical activities.
They can become an active, functional part of reading, writ-
ing, and learning processes. But they can do so only when all
types of language arts are brought together to support and
help develop thought and communication. Learners have as
much, sometimes more, to say than their professional coun-
terparts. They also have the potential to use language in fresh
and direct ways because they can be free of the jargon and re-
stricted codes of many professional communities. But, as
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teachers, we must respect the learner as learner, as someone
whose discovery process is as authentic and as important as
any professional utterance. Perhaps then we shall be able to
return to the classical tradition free of the skepticism and
doubt of a profession beleaguered by cyclical “literacy cri-
ses,” and we shall be able as well to place the emphasis in col-
lege writing where it should be — on writers as learners
expressing what they have learned.

Joseph Comprone has directed the graduate program in rhetoric and
composition at the University of Louisville. This year he is returning to the
job of Director of Composition. Katharine Ronald directed the Writing
Clinic at the University of Louisville. She is now Assistant Professor of rhet-
oric and composition at the University of Nebraska-Lincoln.

NOTES

'Our use of the term “current-traditional” in referring to the common
approaches to teaching writing in twentieth-century English Departments
is based upon Richard Young’s description of that term in “Paradigms and
Problems: Needed Research in Rhetorical Invention” (31). :

2See particularly Kinneavy’s general discussion of the aims of dis-
course in Chapter Two of A Theory of Discourse (48-72) and his particular
discussion of the expressive aim in Chapter Six (393-449).

3See Nancy Sommers, “Responding to Student Writing,” (148-156);
Linda Flower, “Writer-Based Prose: A Cognitive Basis for Problems in Writ-
ing” (19-37); Linda Flower and John Hayes, “A Cognitive Process Theory of
Writing,” (365-388); and Donald Murray, “Internal Revision,” (85-103).

“In a recent short article reviewing empirical research on composing
processes, particularly revision, Richard Gebhart points out that what was
formerly a separate emphasis on rhetoric and composing process in com-
position theory has been replaced by a more synthetic perspective on rhet-
oric and process (294-296). This more synthetic perspective, as Gebhart
suggests, indicates that writers must gradually evolve a sense of rhetorical

oals as they write, revising in order to clarify those more general goals in
the form of particular audiences and aims (256).

5See “The Composing Processes and the Functions of Writing,” (24)
and also The Development of Writing Abilities, 11-18 (35).

5See Richard Young, “Concepts of Art and the Teaching of Writing”
(103-141). In this article, Young describes in detail the two “schoels’™ of
rhetoric that we discuss above: the neo-romantic and the current empirical-
technicians, which he respectively characterizes as the schools of “glam-
our” and “grammar.” He closes by suggesting that these schools of thought
be synthesized in a systematic but flexible heuristic model for teaching
writing.

For psycholinguistic descriptions of the reading process, see Frank
Smith and Charles B. Cooper and Anthony Petrosky. Among theorists who
take this model of comprehension (the reader’s active participation with
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