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PREF ACE

: This guide is designed for teachers and researchers
interested in sfudying the composing process. Bntil
recently, composing &as conéidered a mysterious activity.
The particular behaviors people exhibited and the strate-
gies they used while writing were not thought to be amen-
able to study. Now with new research meghods, the'process
of composing is coming under careful scrutiny.

As increasing numbers of scholars turn their attention

toward composing, case studies and research reports abound.

It is my hope that this manual will be used to help sys-
tematize the efforts of scholars in the field by intro-
ducing a method of apalysis that can be -applied to data

from a range of different cases. Then as we continue to
conduct case studies of individual writers, Qe may be able

te derive thearies of composing from the regularities we

have observed and documented in human behavior.-. |
I hope as well that this guide will be used by teach-

ers interested in bringing writing research into the
classroon. Using the method described here, it will be
possible for teachers to show students how to describe and
analyze their own writing processes. In addition, students

with writing problems may be able to discover waat in their

writing process has led them astray.




-

The goal of my work is to make the composing process a
palpable part of any course or any reseﬁrch on writing. It
may at first appear_phat analyzing the composing process is
a bit like Jissecting a corpse. Why spend time analyzing
something whose life is already over? Yet like time-lapse
photography or instant replay, much can be gained by
reviewing what we do. By‘rgviewing how we compose, we can,
I believe, inferm ourselves more deeply of the subtleties,
the richness, and the fluid guality inherent in composing.

I want to thank the many friends and colleagues who
.have enabled my work to reach this point. In particuiar I
want to thank six people whose support helped we produce
this manual: the late Gilbert Voyat, who helped me under-
stand the concept of underlying structure and aided me in
the "development Sf the compos*ng style sheets; Gordon
Pradl, who guided wy writing and responded when I needed
encouragement; Marcia Farr, who sponsored this project and
displayed continuing faith and patience, knowing that I
would complete it; Trika Swmith-Burke, who als; saw this
project begin and cared enough to see that it culpinated in
publication; Steve Cahir, who shepherded the manuscript
throughout the offices of the government; and Arthur
Egendorf, my husband, whose excitement for this project
kept mine alive and whose inquiring wmind, as always,
challenged mine.

Sondra Perl
January, 1984
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Chapter 1

STUGDYING THE VRITING PROCESS

Any psychological process, whether the develop-
ment of thought or voluntary behavior, is a
process undergoing changes right before one's
eyes. . . . lnder certain conditions it bheconmes
possible to trace this development.

L., 8. Vygotsky, Mind in Society

Composing is a process. It .occurs whenever we, as

writers, create meaning, whenever we give birth to and
shape our ideas. Observing thislprocess can be a fasci-
nating experience for it provides us with an opportunity to
see the creative process at work.. This process may always
be more complex than any models we construct or any words
we uselto describe it. Undoubtedly, it will continue to
defy our efforts to pin it down. Yet watching what hap-
pens, taking time to observe as our ideas or our thoyghts
come into existence, is itself a way of facili%ating the
process. we understand more fully how to write when we
understand more fully how our own processes work, and when
we begin to understand our own processes, Wwe are in a
better position to help others master theirs.

I have devised this manual as a means of enabling
teachers and students to discover the workings of their
individual composing processes. I do not assume that all

people compose in the same way or that there is one correct

il;_ :?




way to compose. Neither do I assume that composing is a
series of rando.. experiences which some o0f us are 1lucky
enough to have and others are not. Rather, the view I have

developed through my research and teaching can be sum-

* @

marized by the following four propositions:

1. All of us, teachers and studemts alike, have
systematic composing processes;

? These processes may appear on the surface to be
radically different from one another;

3. Beneath what appear to be the idiosyncracies of
our individual processes lies 2n even more
« fundamental process; and
4, Learning how to work with and develop that funda- *
mental process will enable us to write with
greater ease and satisfaction.

I arrived at these notions after coding the composing
tapes of many writers. Initially my goal was to describe
what writers did moment by moment as they were engaged in
the act of writing. While conducting the research, I
discovered that what at first looked like individual styles
were actually shared patterns. The discovery of patierns
led me to ask questions about the nature of thé'composing
process in general and to return to the data I had col-
lected for further analysis. Building from case to case, I
began to see a common pattern in the composing processes of
many different writers.

I will return to this Pperception and the notion of a

fundamental composing process in Chapter V. For now, 1

invite yoﬁ to Work your way through this manual, learning
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how to use the coding scheme and how to apply it in your

-

own classroom or research setting. Having done so, you may

find, as I did, that the coding process outlined here will
enable you to make further discoveries about the composing

process.

The Purpose of the Coding Scheme

This scheme has bheen devised to assist in answering
the question, '"How do writers compose?" It is a "process
measure," a way of depicting what writers do as they write

moment by moment. As such it is descriptive; it is a

method for portraying composing behaviors as they emerge in
sequence.

Usually if we ask people, "How do you write?" their
answer is, "I don't know" or "I guess I plan a bit and then
start." If we ask people to write and then immediatgly_ask
them to Hescribe their composing process by posing the
question, "How did you go about writing what you just
wrote?" their answers become a little more spgcific. For
instance, a writer -might say, fWell, I thoughf about the
topic, then I got a picture in my mind of something that
happened to me that was related to the topic and then I
began to write."

Unfortunately, there is a problem with this answer:
it is not very informative. What does it mean when someone

says, "I got a picture in my mind"? When did ti:zis picture

occur? [How long did it last? Did the writer return to

this picture during writing or did the picture change as
¢ -

-..L-_ Q B o




the writing pfogressed? These and many other questions
come to mind when we begin thinking about how the procesé
of develuping, shaping and creating meaning occurs.

There 1is a3 well a second problem with the usual
retrospective and subjective answer to the question, 'How
did you go about wiiting what you just wrote?"™ VWhat we say
about how we do something and what we actually do may
differ. xThqs we may not even be able to trust our own

descriptions of the process. And if we can't trust our own

N k)
descriptions, how are we to learn anything about composing?

The scheme described in the following chapters has,

been devised to surmount these objections by allowing ué to
observe the composing proceés as.it unfolds. It allows us
to record exactly what is going on while it is occurring
and then to return to the data for analysis. It provides
writers who think’ they 'don't kno@ how to write" with an
Opportfnity’to see that they do have a process all their
own. It offers writers who think they know a 1ot about
their -own process an opportunity to check their percep-
tions about themselves. Often the results are surprising.

This scheme is not designed to teach people how tS
compose but ta grasp what they already do while composing.
In using this approach, some people have discovered things
they do during dowmposing that inhibit the process. Others
have seen the possibility of using this approach in studies

comparing the writing processes of skilled writers with

19
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those who are less skilled. W%hile the coding scheme lends
itself to these various uses, it is, in itself, a neutral,

descriptive tool, not an evaluative one.

Background
I developed the coding schemc¢ between 1975 and 1978 as

part of my doctoral dissertation on the composing processes
_#;}4ﬁnskilled college writers {Perl, 1978). Since iual time
I have faughkt it to colleée students, graduate students ang
English teach~~s and 'modified it to reflect their comments.
The scheme involves four précedurés which will be
explained in detail in Chapter III:
1. TYeacbing writers how to compose alouﬁ;
2. Taping the composing aloud sessions;
3. Coding the tapes onto composing style sheets;
4. Analyzing the qomposing style sheets. Y
My overall goal has been to devise a tool that would
describe the movements that occur during composing in a

L

simple, direct mannér. More specifically my interest has-
been to discover ho@ the various components of the compés-
ing process are related., For example, I was not only
interested in the fact that writers rehearse aad revise hut
also in the ways that rehearsing and revising are inter-
twined throughout the entire pProcess.

One of the challenging analytic problems I came upon

was that to study the relation among various sub-processes,

11
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I needed to see both the parts of the process and the whole

process at the same time. Narratives that described "First

the writer planned for 15 seconds, then the writer read the
tepic. . ." proved to be both lengthy and cumbersome. Thus
to provide hoth the overview and the specificity together,

I devised what I call the cb@ppsing_style sheet, a graphic

poertrayal! of how someone wrote during an entire session,

summarized on a page or two.

']

The compoesing style sheet offers teachers and re-

searchers a way of viewing an entire composing sequence at
a glance. It can be thougint of as a kind of relief map:

both particular 4detail and general outlines can be seen at

once. Its advantages are as follows:

1. It is concise: it reduces a lengthy composing
tape to a chart. :

2. It is standardized: it introduces a coding
system that can be replicated.

3. It is categorical: it sorts specific, observable
behaviors in%®o defined categories, which makes it
possible to discern regularities and patterns

within and across cases. .

4, It is structural: it provides a way of determin-
ing how parts of the process relate to the whole.

5. It is diachionic: it presents the sequences of
movements tirit occur during composing as they
unfold in time.

The composing style sheets have been created as a

neans of viewing what people do as they compose. It is

important lo remember that much that goes on inside the

mind of the writer 1s never spoken or recorded on tape

5
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during a composing aloud segéfzn; as a reéult, this scheme
can .only capture part oé thé'pracess. Teachers and
researchers sensitive to this fact will find the charts a
powerful tool for describing what is apparent during
compesing and for poinging towards those aspects of com-
posing that §re not so rehdily apparent. t

As a further qualificstion, it is impofiant to note
that the categories for coding writing behaviérs ou;lined
in Chapter II” were derived from tapes of unskilled college
writers "and revised in the light of tapes made bybskilled
college writers and skilled adult writers. There is no way
to know how well these categories will fit for beginning
writefs, a&oleécents or other groups of writers. While it
is 1ikely:£hat many of the categories or constituents will
I encourage other teachers and researchers to

»

rework or add to them as needed. e

be relevant,

How to Use This Manual

This éanual can be used in classrooms, in writing labs
and in research studies. How strictly you stick to the.
proceduréﬁ outlinad iﬁ the following chapters is a matter
of preference and need; Teachers intereéted in exploring
with their students the general concept of the composing
process need not use every category or code. In fact, many
students may benefit from hearing a composing tape without

ever learniz? how to code it. Researchers, on the other

Lo
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hand, will definitely need -to use the functional categories
defined in Chapter III and to try them out with their own
research subjects to gee if they are applicable. .

The best advice for..peop}e interested -in using the
manual is to practice the composing alouq and coding
techniques a few timgs before instructing others to use
them. Over the past few years, I ‘have found that the
following steps work well:

1. Either stop what you are doing right now or take
some time over the next few days and write some-
thing without using composing aloud procedures.
Here it is best if you use whatever methoed or
technique yot would normally use. You may .begin
without a topic by Jjotting down whatever comes to
your mind or you may prefer to write on one of the
topics suggested below. If, in fact, you have
writing to do for your Jjob, you can do that, or
you can compose something personal, perhaps a
journal entry. Whatever the topic, spend some
time working on a piece of writing over the next
few days. It is best if you do this before you -
read Chapters . I1I, IV and V. -

If fou are not sure what to write, you might
consider writing a response to one of the follow-
ing questions:

A. V¥What's important to me about writing? N .
B. What do I remember about being taught to
write? -

C. V¥Why am.I reading this composing guide?

After having written something, make some notes on .

what you observe aoout your ‘wn composing L.ocess; T
these notes can include how you felt about write- '
ing, what you noticed about your enviromnment, what

you noticed about your own process, whether you

stopped to reread or edit while writing, how yol

began, etc.

Once you have finished, set your notes aside. -
They will provide you with baseline data to -
which you can return after completing the next

steps.

14 "
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f 2. Read through the manual.
3. Using a tape recorder, practice composing aldud.

4. Make a composing aloud tape cn a topic of yourfown
choice, possibly something similar to what'you
wrote in step #1. i

5. Code the tape according to the method outlined in
Chapter III. ;

6. Analyze your composing style sheet to determine
whether the data confirm your opinion of yourself
as a writer or whether they provide you with any
new perceptions concerning the nature of your own
composing process. Here it is useful to refer to
the notes you made in step #1.

7. Note any difficulties you have with composing
aloQH or with coding your verbal statements.

8. Practice these procedures so that you will be able
to use your own experience to answer questions
about the process of composing aloud and the
method used for constructing the composing style
sheets. '

It should be apparent that a few composing tapes and a
few style sheets will not p.osvide you'with definitive

descriptions of the composing process; exhaustive descrip-

tions require the collection and analysis of a much laréer i
data base, including writing‘done on a variety;of topics oy
over a greater time span, with and without composing ;
aloud techniques. However, the wvalue of practicing the
procedurses cannot be underestimated. Once you have experi-
mented with the process yourself, you are in a much better
position to help othefs work through it. Once you are

comfortable with the method, you can use it in a npumber

of classroom or research settings. Below I suggest some

4

possible avplications.
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In Classrooms .

1.

L

To model the teacher's composing process for
students.

Teachers can make a tape of their own composing
process and play it for the class. Students can
be asked to analyze the composing behaviors used
by tbe teacher. /

To demonstrate how particular students write.

Students ¢an be asked to make tapes of their
composing 'processes and to sbare tbem with the
class or with a small group. Variations in
composing techniques used by different students
can be discussed.

To sharpen awareness of the composing process.

Students can be asked to listen to a particular
taped sequence and to devise their own codes.
Here it would be important to look at bow students
formulate descriptions of what is going o2 and how
they distinguish one behavior from &Znother.

Students can alsoc be asked to study the develop-
ment ©of tbe composing process dver the course of a
semester or a year. They can be asked te do a
case study of themselves or of someone else and to
document wbatever changes occur in the process
over time. This type of assignment works well in
university-level {(undergraduate and graduate)
English or education courses to provide prospec-
tive or current teachbers with a deeper under-

standing of compesing. .y

In Writing lLaboratories

1.

To aid in diagnosis and development.

When students come to a writing lab, they can
be asked to compose aloud. Their initial tapes
can serve as an important source of informapion.

This 1s particularly effective if tutors or lab
instructors listen to the tape and read the stu-
dent's written product at the same time. As
students work in the [lab, early tapes can bhe
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compared with later ones as a means of determining
whether any part of the student's composinag
process has changed.

To make writing labs a place where the process of
wrgting is given as uch attention as the product.

Once students coming to the lab for assist.nce
make a tape, tutors and students can listen to the
tape together, discussing which of the students'
strategies seem to be helpful and which seem to be
a hindrance. ‘

To aid in the training of tutors.

Tutors can be asked to compose aloud and analyze
their own composing processes. Observations and
tapes can be shared among a group of tutors,
creating a stock of demonstration tapes and
contributing to the tutors' . knowledge of the
composing process.

In Research Studies

1.

To serve as a tool in the description of different
types of writers.

Students who are considered skilled writers and
those who are considered less skilled ~an be
asked to compose aloud on the same topic. Their
composing tapes can be analyzed in an attempt to
see whether differences in the way they compose
might account for differences in their writtazan
products.

To help pinpoint the differences in tﬁé'composing
processes of writers of different ages.

A group of writers of different ages, for example,
young children, adolescents, high school and
college students, and adults, can be asked to
compose aloud either on a general topic suggested
by the researcher or on topics of their own
choosing. The composing strategies used by
different age groups can he described.

To document the changes in individual writers over
time.

. —

R
e
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Longitudinal studies of a group; of writers can be
done in which a composing tape lis collected every
few months for a pericd of ye%rs. Changes over
time may reflect a developmgntal sequence in
composing.

4., To study how a particular topiec or form of dis-
course affects the composing pr?cess.

A group of writers can be asde te compose on &
variety of topics for a variety of audiences. Of
interest here would be whether particular topic,
form of discourse or audience elicits a particular
kind of composing sequence, whether a writer's
process is, for example, more fluent in some
forms and for some audiences Fhan for others; of
interest, too, would be whether topics of the
‘writer's own choosing produce-%.different process
from that produced by topigs imposed by the
researcher. :

5. Teo study how the environment affects the composing
process.

A group of writers can be asked to compose under
very different conditions in] order to determine
what effect, if any, the setting, time of day and
amount of noise have on the pﬂocess.

6. To study the effects of particular teaching
strategies. T
Students can be asked to Eompose aloud on a
particular topic¢ before anﬁlafter a particular
classroom technique is introduced. Changes in the
composing process as well as in thg written
product can be analyzed.

General Questicns Answered by the Schgme .

Whether you are 2 student, a résearcher, a tutor, a
lah coordinator, a teacher, or whethgr you assume a few of
these roles, you will need to make decisions about the
amount of detail included in your study and how carefully
you will follow the outlined procedufes. Yet, whether you

use the scheme as described or whethier you intend to alter
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some of the procedures, you can use this methed teo help

arrive at answers to the foliowing questions:

T e

How do writers write?

YThat proéedures or strategies do they use while
sriting?

Do these procedures or strategies vary according
to the form of discourse, the point of view or
the topic? 1f so, how do they vary?

Do these procedures vary 2ccording to the
audience for a given tOpic or form of discourse?
If so, how?

Do these procedures vary according to whether or
not writers cheoose their own topics?

How does planning occur?

What planning strategies do writers seem to use?
Do these vary according to the form of discourse,
point of view, topic or audience?

When and where deoes planning occur most frequent-
1y? Does planning occur throughout the process
2f writing?

What happens before the actual .''physical’” act of

writing begins? Before the pen is brought to the

page?

How do writers rehearse? Do they have con51stent

strategles for rehearsal?
.f

How do writers move from rehearsing-to drafting?

1

Does rehearsal continue throughout the process of
drafting? How?

What is the place o pausing, of hesitation, of
silence in the process?

How often and for Qow long do writers pause?

Do pauses occur more frequently during the writ-
ing of sentences or between sentences?

What is the unit of discourse after which writers.

pause most? Yhat is the unit of discourse before
which writers pause most?

13




17.

18.

19.

20,

21.

22,

23.

28,

29.

30.

14

Yhat patterns of Backward and forward movement
can be observed?

Can patterns of reading be determined?
How often do writers reread what they have
written?

What sorts of miscues occur during writing? In
other words, what sorts of mismatches do writers
make when they read their own writing?

What is the role of editing in the composing
process? What types of editing changes do
writers make?

When does editing occur? During the writing of
sentences? After sentences have bheen completed?
At the end of the process?

L

How frequently does editing enter the process?
How long does each editin¢ operation take?

What is the seeming effect of editing on the
process?

how do revision and reformulation proceed?

¥hat behaviors are discernable in moving from
initial to subsequent drafts?

At what point do aesthetic or stylistic changes‘
occur, if at all?

¥hat rules or principles do writers.gall on to
guide them in making revisions?

At what point and in what ways 1s composing
concluded?

With any or several of these questions, how do
the relevant factors vary with respect to age,
skill level, form of discourse, nature of
assignment, setting, audience and so on? ’

20
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Chapter I1I 5

DEVELOPING NEY TECHNIQUES

Given the sheer number of assumptions, theories,
methods, and questions relevant to composing,
achieving a better understanding of our field
will be difficult. We will have to raise ques-
tions that heretofore have seemed unaskable; we
will have to devise new procedures for obtainihg
answersj and we will have to be pactient and allow

these new techniques time to-yield the adswers we
seek. '

C. Cooper and L. Odell
Research on Composing

In 1969, Janet Emig asked what then seemed an "unask-
able" question: How do.lzth graders write? And she

employed a new procedure to answer that question: a

;technique called "composing aloud."” Now, for one and

-

a half decades, many researchers have asked similar
questions:

+ How do children write? What strategies do they
use? (Graves, 1973) = :

o What cognitive processes do adults use as they
write? (Flower and Hayes, 1978)

¢ How do unskilled college writers write and can ge
develop a wmethod for analyzing their writing
processes? (Perl, 1978)

s What differences can be discerned among the re-
vising strategies of college freshmen and adult
professional writers? (Sommers, 1978)

e« How is pausing tempo related to different forms of
discourse? (Matsuhashi, 1980)

s Y%hat is the range of revising strategies used by a
representative sample of 12th grade writers?
(Bridwell, 1980)

21
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* How do students suffering from “"writer's block"
work through the composing process? (Rose, 1981)
* What composing processes are used by adults who
write as a regular part of their daily work in
non-academic settings? (0dell and Goswami, 1981) f*//a'
Like Emig, these researchers have devised methods and‘f
procedures to help them arrive at answers to the questions
they have posed. In this chapter I will review some of the
methods currehtly béing empfoyed by these researchers and
will conclude with a description of the approacih that forms

the basis of the coding procedures used here, "composing S

aloud.”

Methods of Observing the Composing Process

.Those who study the composing process generally agree
that in order to understand how a process deve{sps, it
is impor%ant to watch that process as it unfolds. The
researcher'’s task is difficult because some writers neither
like nor want to be watched and those who do not mind still

5

compose silently. If, as researchers, we want to capture
"t

! more than the physical manifestation of writing (i.e., the

e

hand moving and the words appearing on the page), we have

to intrude and to find a way of making visible an aspect of

Lanta ot
bt

* writing that is usually hidden: the writer's process of
thinking, formulating, and creating.
Choosing an appropriate method for studying the

composing process means that we must establish a bal-

ance between our goals as researchers and the amount of
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intrusiveness we will allow in order to achieve those
goals. Several methods currently under use are described

below.

Observation with No Interruption of

the Process

-

In this approach, researchers or teachers either sit
lyeside writers and watcﬁ what they do, recoraing their
observati;ns-in field notes, or they use videotape eguip-
ment to record what writers are Joing while in the procéss
of writing. .

These two methods are the least intrusive for gather-
ing data. Their advantage is that they do not require
writers to do anything they would not normally do during
composing end thus they create only wminimal interference.
However, the observers and the videotape equipment are
themselves added constraints which writers must learn to
accustom themselves to. W¥hile unobtrusive, the weakness of
these methods is that they.provide no data on the writer's
mental processes or those decisions made éhrbhgﬁout the
procesg that cannot be inferred from-a study of the text or
reconstructed during an interview after tne process is
over.

Both of these approaches--direct observation and
videotaping--have been used by Graves, Calkins, and Sowers

at the University of New Hampshire in their observations of

children's writing processes (Graves, 1979). Videotapes

23 -~
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bave been used by Matsuhashi (1980), Pianko (1979) and Rose
(1981) in their. respective studies of the composing
processes of 12th gra&ers, college freshmen, and college
undergraduates with writer's block. Observin;k“miters at
‘work and recording  what is seen is also the approach used
by the increasing number of ethnegraphers studying the
teaching and learning of writing in the context of the
classroom and the community (Florio, 1978; Perl, 1981;

Wilson Nelson, 1980; Woods~Elliott, 1981).

Observation with Occasional Prods

In this approach, observerﬁ sit beside writers, wait
for “natural® breaks in the flow of composing and then ask,
“What are you thinking now?"” This procedure can also be
done without waiting for breaks in the process, by inter-
rupting and questioning writers while they are in the
midst 6f writing.

This method provides writers with the opportunity to
write in silence most of the time and provi@esﬁqesearchers
with the opportunity to tap into mental processes part of
the time by intervening sporadically in the process. This
technique raises the question of the degree .to which
interruptions, even those occurring during natural bhreaks,
shift the writer's focus away from the text and intfrfere
with the flow of the composing process.

A variation of this technique has been developed

by Peitzman (1981). She asked students to ''report in"

24
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about their composing process by talking into a tape
recorder at distinct times: before they began to write,
while they were writing‘at moments when they wanted to take
a break, and when they were revising after having received
feedback from peers and their teacher on their drafts. In
this approacﬂ, the observer is not prese:t while the
writing takes place; as a result, writers are'able to Q6rk
at home, and the tape recorder serves as the '"occasional
prod," Eapturing &ecisions and thoughts that wight bhe
forgotten later on.

Interviews with Writers based on.
Discussion of Drafts

A third approach involves interviewing writers about
their writing processes and about the specific decisions
fhey made while they were writing a particular text avail-
able to the researcher and the writer. Interviews can
be used in conjunction with any of the approaches mentioned
above and.are'usually tape recorded.

While interviews do not intrude upon tﬁé process,
they do rely on the writer's ability to reconstruct after
the fact what was occurring during the writing process.
The problem here is that writers may not be able to recall
accurately the flow of their thinking and even if they are
able to recall some thoughts and decisions, it is likely
that they will fsrget or overlook others, In addition,

interviewers' styles and questions may affect the way
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writers respond. Despite these shortcomings, however,
= 3 .
interviews are commonly used by teachers and reszarchers to
gather information on writers' perceptfons of the writing

IS 1

process. '

On wmwost research projects, investigators frequently
talk to writers about their writing and the changes they
see themselves making in, their texts. Teachers'certaihly
use conference time as a way to uﬁderstand the choices
writers make. Sommers (1978), in particular, used inter-
views as a way fo determine a‘;riter's scale of concerns
during revision.

Recently 0dell and Goswaﬁi (1981) developed an inno-
vative way of using interviews to collect data on writers!
decisions concerning rhetorical choices. In their study of
working adult writers; they borrowed the writers; drafts,
created options for various phrases in the text and
then interviewed the writers on whether or not they would

use those options. Their goal was to make explicit. the

= - = 1, = tt
reasoning by which grlters make rhetorical choices.
LY

»

Interviews with Writers based on:
Replays of Videotapes

This approach builds on observatiop _techniques de-
scribed earlier. Here, videotapes of writers at work are

replayed for the writers following a taping session. The

L]

writers are then asked to comment on what they were think-

ing at specific moments. "Stimulated-recall" is based on

-
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Fr

the assumption that writers will recall certain mental* pro-
cesses by oEserving tggmselves and then elaborate upon
these when questioned -by an interviewer. The interviews
are _generally audiotaped.

Since it occurs after the w;iting has been-done,
stimulated-recall does not intrude on the process. Since
it‘is based on videotape, it provides data to stimulate the
writer's memory and to supplement the information gained by
analyzing changes in drafts. But the technique still

- relies heavily on the writer's abilify‘tq.reconstruct
. thoughts and decisions made throughout th2 writing process.-
| | Stimulatéd-recall of videotape sequences has heen used
by Rose (1981) to study "writer's block.'" By spowing
students fith writer's'block\whére and for how long they
paused while writing, his éoals were to trigger the origi-

nal situation and enable students to describe in detail

what was occurring at that time.

Direct Monitoring of the Process by .y
. Asking- Writers to Compose Aloud

-

In this approach, writers are asked to "think aloud,"
to say as mucﬁ as they can o% whatever is going on in their
minds whileothey,are writing. - If an observer is present,
Qriters are instructed not to engage in éonversation;
rather they ar; to consider themsel%es alone, doing what-

ever is "normal" for them while writing, walking around,

. getting a drfnkﬁof wvater, only remembering to say whgtever

27
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crosses their miacds from the‘time they choose to sit down
and Qrite until they decide either that they have completed
tpp assignment or that they need to stop. A tape recorder
plays throaghout t»e session, capturing the writer's
fhoughts, decisions, hesitations, and deliherations.
This procedure is more intrusive than the others
mentioned thus far. Since it is the method upon wﬁich
this manual i; based, it is useful to discuss both its
shortcomings and strengths. ’
The most frequent criticism of this appreoach is that
it introduces a factor into the ;omposing process that
would. not nermally be present when people write. It is
true that we cannot assume that composing aloud is equiv-
alent to composiﬁg silently. In fact, as soon as we aék
writers to compose aloud, we have altered their usual
writing process by making it visible; we have, in effect,
made private expefience public, and by so doing, we may
have changed the procéss we are attemping to study.
Second, having asked writers to cBmpose ala@d, we have
placed additional constraints on them. Writers may become
involved with how they sound on tape, with how listeners
of the tape may Judge what they are . saying, and with
whetl.er or not they are composing aloud '"correctly.”" Such
concerns are obviously not present when writers do not
compose aloud and certainly can incerfere with the process.
Third, whét people say while they are compesing aloud

is only a fraction of all that is occurring in their
’ ]

ot



23

minds., It is impossible for anyone to say everything that
comes to wmind in a given moment, particularly if during
that moment the person is also engaged in the act of

writing. Thus rather than providing a total picture of a

complex composing process, composing aloud only provides us .

‘with a glimpse of this complexity; it gives us a way in.

The limitations of this technique, however, need to bhe

viewed in relation to the goals we set for our research.
First, other than interrupting .writers at certain points
during the process, we have not yet developed any other way
to monitor what writers do and what choices they see
themselves making while they are in the process of making
them. "Analyzing changes in draffs and interviewing writers
during or after the process are alternate procedures, but
they miss much of the ongoing decision-making. Actu%lly
hearing the process as it unfolds provides us with infor-
mation that never appears oh the draft and may be forgotten
by the time the interview takes place.

. Second, the apparent intrusiveness of the.épproach is
not as great in practice as it might seem. Thus f;r
writers of various ages and levels of skill have been able
to compose aloud. Some Iind it easier than ofpens; most
find it easier after they do it several times. After
the initial try, ;he fear of the tape and the asides to

listeners begin to disappear. After a few attempts, the

initial interference is almost totally absent.
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Third, th limitations of composing aloud do not
invaliddate its usefulness. In tne sciences, all standard
approaches for gathering data are, at some point, known to
alter the nature of what is belng studied. Physicists, for
example, acknowledge that tﬁéy cannot study subatomic
events as they ocecur "in nature," but only as certain
aséects of those ebents register on their instruments (the

Heisenberg principle). These instruments depend on light

" or on other intrusive electromagnetic radiations which have

definite but unpredictable effects on subatomic phenomena.
Nonetheless we use these methods to advance our Knowledge
until superior procedures develop.

Composing aloud has been used by ﬁmig (1969) in her
study of 12th grade writers, by Flower and Hayes (1978;

1980) in their Studies °of adult writers and in @y own

“investigation of the composing processes of college stu-

dents and composition teachers (Perl, 1978; 1980). VWhile
as researchers each of us has used the same approach to
collect our data, we have all devised differepg‘ﬁkthods for
analyzing our tapes.

The following chapter will present the method I
have déVelopeq for analyzing the data that result from
using composing aloud techniques. What distinguishes this
method from the others is that it provides a graphic
display of the composing process in considerabléa ﬁetail
before that complexity is abstracted into a formal model.
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Chapter III
LEARNING TO USE THE CODE

In general, any fundamentally new approach to a
scientific problem inevitably leads to new
methods of investigation and analysis. .

L. S8. Vygotsky, Mind in Eociety

In this chgpter I provide a detailed description of
the method I héve devised to code the composing process.
Essentially there are four procedures:

1. Teaching writers how to compose aloud;

2., _Taping the composing aloud sessions; ‘

3. Coding the tapes onto composing sStyle sheets;

4. Analyzing the composing style sheets.

Each step listed above will be explained separately.
Together they will enable you to code onto a chart what

writers say while composing aloud, thereby. .rendering

writers' composing processes into graphic displays. These

procedures may be done simply, by using very little equip-
ment, or eiaborately, by employing 'careful controls.
Again, how you choose to use the scheme depends on your

particular goals, be they those of basic research or those

of pedagogyv.
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Composing Aloud

In this approach writers are %Sked to "think aloud";

that is, to say as much as they can;of whatever is going on
i

in their wminds while they are wrﬂting. In effect, this

procedure asks writers to externaéize the ongoing stream

of consciousness or interior mon#logue that accompanies

Qriting. It does not ask them to &ave & conversation with

the observer (if one is pfeseﬁ&}; rather, they are to

!
I

1
consider themselves alone, writindg in much the same way
j
they would had they not been aske? to compose aloud, doing
whatever 1is "normal" for them, #alking around, getting a

|

- . . i
drink of water, only remembering to say whatever crosses

]

their minds. !
The procedure 1s the same whether writers are at home
~or at school. The only direction writers need to remember
ig to say whatever ig going through their minds from the
time they sit down and write until they decide eitheq that
they have completed the assignment or that they need to
stop. ,;
Since composing aloud is, as Emig hés noted, a 'spe-
cialized form of verbal behavior,'" it works best +4if people
practice before making a po?posing ?ape. In general,
the best way for you to preparé for using this approach is,
as I suggested in Chapter I, to compose aloud yourself a

~

few times before you ask otherg'to do it.

da by
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Taping

Everything writers say aloud during composing is

taped. Taping asks a lot of people. Many dislike the
intrusion of the tape recorder; oihers mistrust the use of
tapes; some sSimply panic at the thought of having their
voices recorded. 4s a result, asking‘people to record what
goes on in their minds, even in the service of impfoved
teaching, requires tact 2nd respect. It is important,
then, for you to explain (1) why you are asking writers to
compose gloud, (2) what you hape to gain from the process,
and (3) how ydu intend to use the tapes.

Once the purpose of a specific project has been dis-

cussed, you will also'need to discuss the role you will

play during the taping. Will you be present? If you are.

present, will you answer questions? If students fall
silent, will you remind them to continue thinking aloud?
These questions as well as others concerning the length of
each session need to be settled before any taping occurs.

The taping can proceed in a pumber of sp;tings, at
home, in a writing lab or in a classroom. Many schools
have language labgratories, which allow for entire classes
making tapes at once. Other schools may have sound-proof
rooms in which individual tapings can be done. \edia
centers can also be gsed to provide help with video-
taping and audiotaping of the writing process.

Yhatever the specific situation, writers should turn

on the tape and begin composing aloud either as soon as

s )
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they have been given a topic or when they have decided that
it is time for them to start. If you are present, you
should sit off to one side, out of the writer's direct line,
of vision, diminishing any 1likelihood th%t conversation
will take place (unless, of course, ¥ou want to spudy the
effect of conversation on the composing process); If
.writers are alone either at school or at home, they need to
be advised to turn on the tape and do what they would
naturally do--make notes, wﬁlk around, stare into space--~
but to remember to say as much of what they are thinking as
possible, even when they aren't sure what they are going to-
write.

Whether you use an elaborate set-up or a simple, make-
shift one depends, ;n part, on the goals of your course or
your research design and the facilities available. Yet
tapings in any setting are facilitated when the following
guidelines are followed:

1. The place for composing should be quiet and free

of distractions. Sounds of fire trucks, children,
dogs, fans and televisions often make it impos-

sible to hear the writer's voice and waste the
effort spent on making the tape.

2. Writers should practice composing aloud with the
tape on to make sure that both the sound of their
voice and the sound of the pen moving across the
page are picked up on the tape. VWriting on only
one piece of paper (not on a pad) on a hard sur-
face usually ensures that the sound of the pen or
pencil will carry. Writers who prefer using pads
must make sure the tape recorder is close enough
to catch the sound of the pen moving across the

page.

3. Writers and researchers ‘should familiarize them-‘

selves with the tape recorder and should have
extra blank tapes availahle for emergencies.

34
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Trying to figure out how the tape recorder works
in the middle of a composing session is distract-
ing and frustrating. “

4. If writers are nervous about the tape recorder,
the machine should be placed out of sight and an
attached microphone placed on the table.

5. Each tape and each written draft should be la-
bz2lled as soon as the session 1s over with the
name of the writer, the topic, date, time, and
place,.

Coding the Composing Process

After the taping has been completed, the material can
be coded. By listening'to the tape, coders can hear, among
other things, when writers are talking, when they are
writing, when they are Joing both simultaneously, and when
they are rewmaining silent. In the present scheme, com-
posers' observable activities (talking and writing) will
be referred to" as behaviors. Depending on the context in
which they occur, behaviors may serve different functions
in a person's composing process. For example, at one time
talking can serve a planning function with writers indicat-
ing how they will proceed; at another time talkiﬁg can be a
form of rehearsal, enabling writers to try out alternate
formulations of ideas prior‘to writing. Thus at the core
of this scheme are the Judgments cbders make, while listen-
ing to the tape, as to what comprises a unit of behavior
and what function each unit plays in the composing se-
quence.

Experience to date with this method suggests that the

functional units fall within a relatively small number of

-
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categories. Codes for specifying each unit are used as
- coders listen to the tapes and chart what they hear onto a
timeline; the timeline provides a way of indicating both
the 6rder of each unit and thé length of time each unit
lasts within an entire composing sequence, Together the
timeline and the codes form a composing style sheet, which
constitutes a graphic display of the composing process that
can then be analyzed. '

There ;re, then, three compeonents to coding: listen- R
ing to the tape and determining the function each behavior
has in the process; constructing a timeline; and placing
the code for each unit on the timeline to preoduce a cofi-

posing style sheet. Each will now be explained in detail.

Determining functional units. The strategy used in

this cheme is to categorize all observable behaviors
recorded on tape, unit by unit. Deciding what constitutes
a unit or where one unit ends and another begins is the
most taxing part of this scheme. The most useful guide
here is the recognition that in order to create 4 unit from
a given bit of speech, coders must consider the function
each unit plays in the context of a composing sequence.
For example, taken in isolation the statement, 'I better
add something here" could be coded as planning, indicative

of the writer's decision to add something to th .ext.

But, when viewed in the context of a fuller statement,

- -

( like, ''Well, let's see, is this really what I meant to say?
l
|

I don't think/éo. I better add something here to make the -
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meaning clearer," the statement could be coded more acc'-
rately as revision, indicative of the writer's rethinking a
segment of the written text and planning a change as a
result. fﬁf?ﬁfszggsé a subscript to indicate the aspect of
planning included i; revision could be added to the SYmb01
for revision. :

Selecting éhe appropriate code and subscript is, in
part, a question of goal. Teachers interested, for ex-
ample, in editing . techniques might invent a range of
subscripts to classify the kinds of editing decisions made
by writers. Researchers interested in planning sStrategies
might choose to classify those behaviors in greater detail.
But even with a "carefully articulated focus and trained
coders, researchers may find some statements on the tape
difficult to code. In instahces in which.a given statemenf
seems to imply two functiomns, a duil code can be used. In
the event that writers' statements serve functions I have
not provided for in the categories listed below, new
categories may need to be devised. Tt

It is important, though, that all statements on the
tape be coded s0 that the whoie of a given writing sequence
can be portrayed in its integrity. Ignoring statements or
deciding that certain behaviors are not Ctelevant can dis-
tort the research.

Finally, it is important to remember that since every-

thing on a given tape can” be coded, show detailed the coding

3/
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becomes is a function of your interests and goals. 1In
ambiguous cases where functions overlap, it is best to
select a Particular code, explain the logic dictating your
choice to readers of your research and remain consistent
throughout the coding process. 1

Vhat follows below are the categories I have devised

and used in research studies and classroom teaching sit-
.uations, I will ﬁresent an overview (Table I) of the
categories first and then an explanation of each one. In
Chapter IV, I -will provide an example of how the codes ére
applied to an adult writer, named Vern. After studying the
definitions and their application, you should be ready to

code tapes of your own. X
ﬁ?o




TABLE I

CATEGORIES FOR CODING:
FUNCTIONAL UNITS

33

MAJOR CATEGORIES

P1 - Planning
C - Commenting
Rh -~ Rehearsing
Rh-->% - Rehearsing leading to writing
SW - Speaking the words while writing them
Q - Questioning
A . - Assessing
R - Reading
Rl - Reading Miscue
¥ - Writing (Drafting)
RV - Revising
E - Editing
U - Unint-:lligible remark
re - Repeating phrases or sentences
s - Pauses or periods of silence.
MC - Metacommenting
RI ° - Researcher Intervention
TYPES OF EDITING CHANGES TYPES OF REVISING CHANGES
add - Additioas add - Additions
del - Deletions } del - Deletions
gr - Grammar sub - Substitutions
punc - Punctuation we - Word Choice
sp - Spelling
S - Sentence Structure
ve - Verb Form
POSSIBLE SUBSCRIPTS
T - Topic K
env - Environment
ca - Composing Aloud
aud - Audience
1. - Writer's Life
-~ Directions
- Statenient
- Question
.d. - Next Draft
.5, — Next Sentence
nd - Ending
- Form
- Content
- Style
- Tone
- Voice

AN OO SO N




Planning (P1)
Planning refers to instances in which writers say what

they think they will "do in the course of writing. It

includes the times they organize their thoughts for writing&

and discuss how they willaproceed. There are many things

writers do that have the character of planning and many

‘types of plans. Some are local, referring to something

that may happen in the next bit of-writing; some are

élobal, referring to an overall structure the writer may.

follgw or setting out an approach that has several steps.

Whether you‘éhoose to code for local or gleobal features is,

again, a function of your interests. There may be times

wheﬁ researchers are interested in exXamining the various

types of plans that writers maké, in which case dis- )

tinctions such as global planning (Plg) and local planning

(P11) may be important. ©On other occasions} solely coding

for planning may suffice. Nevertheless, whether plans are.

local or global, they tend to fall into one or a few of the

"

L’

following categories:

1, They are .statements that propose a general strat-
egy for proceeding:

"Well, let's see, first I'll read the qQuestion
over again, then 1'11 see if I get any more
ideas and then I'll write."

3

or

"1'11 just start it and see what ﬁappens.“

2. They are statements that suggest a number of
possible alternatives:
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"Mayhe I should start by explaining but, 'wait,
another wiay would be to begin by giving an
axample.®

3. Thyey announce either an intention or a decisicen to
do something with the text. Examples.include:

"Should I start a new paragraph? What do I

want to do? Tell how nervous I was? Right.

Why I was nervous? Yeall. A new paragraph.”
or

"I really have to stop here and see 1f I'm
making any sense."

Or some shorter exgmples:
"I think ' better start over.”
"0.K., so I'11 just put the ending here."
hd "Wait, I better stop and reread this.”
. "I'11 take care of this on the next draft."
4. They set up a general structure for the paper:
"I'11 take care of 'X' in the first paragraph

and 'Y' in the ®econd and then I'11 have an-
swered both parts."

Commenting ()

17

This category refers to any statements‘wx}ters make
about themselves, the room they are in, their state of
mind, their perception of the topic or thé way the session
is 'going. It is distinguished from Eléﬂ&i&& in that it
does not refer to what the writer will do next; it 1is
distinguished from rehearsing in that it does not develop
ideas on the topic. Commenting also includes statements

in which the writer is addressing those who will listen to

41
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[
the tape and monologues during which the writer speculates
on something related to his or her'personal life. Specula-
tions may be evoked by something in the topic but may not
be explicitly related to what the writer is writing about.
Sometimes speculations are evoked by something the writer
has discovered tbrough writing and occur at the end of the
writing process.

Examples fall into the following categories:

1. Observations writers make about themselves as
writers (the focus here is on the writer, not on
the text)

"I really have a hard time writing."

"I'm not the ki-4d of writer who tikes to think

"I really don'~ want to edit this."
"I hate to do a second draft."”

2. Observations writers make about themselves in
relation to the topic they are writing about:

"Boy, I .ave a lot to say on this topic."

"Phis topic is getting to me; it's really
difficult.” .
3. Observations writers make that lead them away
from the writing and c¢all attention to other
aspects of their experience:

"I'd like to have a cigarette now. Can I do
that while the tape is going? Why not?"

"It sure is hot in here tonight. And there's
s0 much noise next door.”

4. Observations they make about the process of
composing aloud:

"I never had any idea that composing aloud
would take so much time."
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"It's tricky to talk and write at the same
time." .

5. Comments writers make to those they know will bhe
listening to the tape:

"I bope I don't bore all of you when you
listen to this."

Rehearsing (Rh)

Rehearsing refers to whatever writers do to develop
what they want to say. It includes voicing ideas on
the topic, trying out different approaches or repeating
key words, sometimes in a qQuestioning tone. ‘During re- -
hearsal, writers are finding their way and are not neces-
sarily commit%eq to using all they are saying. Rehearsing -
also refers to instances in which writers acknowledge
explicitly what they will write about and develop the topic
or point while speaking. Rehéarsing is distinguished froé
planning and commenting in that it is explicitly related to
the development of content--to what writers are or eventu-
ally will be writing about. As with planning, it is
possible to code for types of rehearsal. For'%xample if
writers rehearse By asking themselves questions, it is

possible to add the subscript for questioning to the symbol

for rehcarsing (Rhq).

Rehearsing leading to Writing th--)W)

//

This refers to instanéea in which writers are/;eh@ars-
;L L
ing for a period of time and suddealy voice.a phrase or a

sentence whicb leads them to the pggef/éither to begin or

L3
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to continue writing. Rehearsing leading to writing often

turns into speaking tne words while writing them.

Speaking the words while writing them (SV)

This refers to periods when writers, as a function of
composing aloud, seem to bhe dictating to themselves. in
other words, what they are saying is being written almost

2 at the time they are saying it. When listening to the
tape, coders will hear the voice and tﬁe pen together in

what sounds like simultaneous movement.

Questioning (Q)

Questioning can occur in two ways. Vhen an observer
is preéent, writers occasionally ask for a clarification
2bout the- directions or for help. VWriters also ask ques-
tions. of themselves during the writing process, often
2s a strategy for developing the topic.

Examples include:

"What do I know_aboii this?"
"Is this too long?" . N
"Should I reread now or keep writing?" .

It is alsc possible to use the symbol for questioning
(Q) as a subscript (g) and link it with codes that indicate
the function of each question. For example, the last -
question here, "Should I reread no% . . . ?" could more
accurately be coded Pla, indicating that the sriter is

wvondering what to do next (planning) and voicing this as a

question.




_ Assessing (A(+); A(-))

This refers to instances in which writers make judg-
ments about what they have written. They may be positive,
negative or neutral.

Examples include:

"Okay, that sounds good."

"This is really not what I wanted but I‘guess 1'11
leave it."

"This could have been better."”

"Sounds awkward."

"Well, it's not gyeat; it's not bad.™

"In general, I'm pleased with the overall ;ormat."
"This has become so familiar, I can't imagine how
I Wpuld,change it."

 Reading (R)

This refers to periods vwhen writers read and can be
subdivided to indicate whether they are reading their own
writing or something they have been given to read (such as
directions,.a question or a topic). The subdivisions can
be coded as follows:

Reading of materials provided by the researcher (note
that this type of reading is distinguished by the use of
subscripts): 3

Reading the directions (Rd)
Reading the question (Rq)

Reading the topic (RT)




Reading related to the writer's own written product

(note that this type of reading is distinguished by the use

of superscripts):

Reading . the topic written on the draft (rRTH

Reading_sentence £1 . 2410
Readiné sentences 2-5 {R2-5)
Reading the first Qaragraph (rP1)
Reading an entire first dgaft (RYD)

When coding reading_behaviors,

it will become'obfious'

-

thét-many writers do not read their own texts accurately.

In fact,

most writers pronounce or read in" words or word

endings that are not present

in théir written drafts

without realizing it.

Based on work in reading research

(Goodman, 1973), the study of <"misreading™ or miscue

analysis has generally been applied. to the way readers read

texts other than their own.

help us

those interested in documenting the miscues writers

while reading

It Caﬁ also be applied here to

understand hov writers read*their own texts, For

nake

their own tex}s, the following"Categories

and codes are cffered.

1. '"Reading in" words or word endings (as if they .
were Present in the text) (RMadd)
2. Deleting words or word endings from the text
(RMdel) '
3. "Reading'" 2 word or phrase the writer "expected"
to see rather than the actual word or phrase on
the page (RMsub)
4. "Reading* misspellings as 1if they were written

correctly (RMsp)
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VMiisncrues provide a way of understanding how writers
make sense. of their written texts. For teachers and
researchers interested in interpreting the findings of
miscue analysis, recommended readings are included in the

references at the end of the manual.

Writing (Drafting) (W)

Writing occurs in two ways: silently and aloud. When
it occurs silently, all that can be coded is the sound
of the pen moving across the page and the number and dura-
tion of pauses ;hat interrupt the'writing flow; ﬁhen it
occurs aloud, hoth the pen and the voice are coded as
éxplained above 1in speaking the words while writing them

(SW).

Repeating (re) S

’

Both in reading and talking, writers tend to rePeét

phrases or sentences. This repetition can be coded.

’

Pauses or periods of silence (s) 7

P

Throughout much of the process, writérs may pause

or remain silent. This can occur before any writing takes

’

place, while sentences are being wriéten or in the time

’

between the writing of sentences. -These pauses can also be

coded. P

.
rd

Revising (RV) ,

Often during dtgf{ing, writers discover that what they

have written do s,ﬁot adequately capture what they intended

1
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to write. it other timeé writers discover that what they
intended to ﬁrite changed as 2 result of their having been
engaged in Fhe act of writing. In either case, these
discoveriesflead writers to make changes in tleir texts.
These changés fall under the category of revision.

Often revisions are small, occurring at the word or

phrase level. At other times, revisions are extensive and

~involve the rewriting of sentences or major portions of the

discourse. Occasionally revision entails the discarding
of one text and the creation of an entirely new one.

At times it may be difficult to distinguish revision
from rehearsal. At some points, they probably are in-
distinguishable. As we rehearse, we revise and as we
revise, we rehearse. But for the coding of behaviors, the.
following distinction has proven useful:

When writers are in the process of selecting and
discarding words or planning alternative phrasings and
approaches, but they have not yet actually committed any
of thesé words to the page, their behavior ié coded as
rehearsal (Rh).

After writers have produced a piece of discourse (even
a partial text) and during drafting or rereading, they
vegin to examine the words on the page to see whether those

words adequately capture what was intended, their bebavior

is coded as revision (RV).

-
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The following subscripts may also be used to identify
types of revisions:
. 1. Adding words, phrases or clauses (RVadd)

2. Deleting words,‘ﬁhrases or clauses (RVdel)

3. Substituting one word or phraée for another
(RVsub)

4. Looking for the appropriate word (word choice)
(RVwe)

5. Planning to make a change in the text (RVpl)
Some simple examples of revision include the follow-
ing:

"Dread."” Is that too strong a word? I think I
better change it.

There are toplmany_"I's" in here. I'll have to
take some out-.

Let's see. I know this doesn't feel complete. I

may need to go back and add acother example. I
think I better put the "exam room” first.

Editing (E)

- Writers aiso engage in editing. This refers to
instances in whicp writers examine the surfaceé level of
their prose, checging to see if the formal aspects of théz}
language (i.e., grammar, spelling and punctuation) conform
to the rules of edited American English (or to whatever
other system they may be working in). At times it may be
‘difficult to distinguish editing from revising. In fact,

they are so closely'related that at times an editing change

will lead directly to revision, and ,at other times revision

will bring about the need for edi ing. As a rule of thumb,
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it may be helpful to think of editing as the task of a
copyeditor or proofreader. Subscripts may be used to
distiaguish oﬂe type of editing change from anotner. The
subscripis for editing can include the following:

1. Adding syntactic markers (Egdd)

Z. Deleting syntactic markers (Edel)

3. Indicating concern for a grammafical rule (Egr)

4. Adding, deleting, or considering the use of punc-
* tuation (Epunc)

5. Considering or changing spelling (Esp)

6. Changing the sentence structure through embedding,
coordination or subordination (Ess)

7. Considering or changing verb form (Evc)

Metacommenting (MC)

Metacommenting indicates that writers have shifted to
a2 different level of perception. It refers to instances

in which writers become conscious of the units of behavior

that comprise their composing process and then exit momen-

I toarily from the writing task to call attentioﬁ.to these

units.” It is not the same as comments on compesing aloud

(Cca) such as "This is hard." A comment such as Fhe latter
is an incidental thought that occufs to writers about what
they are aoing,lbut without constituting a recognition that
amounts to coding one's own behavior while writing. Meta-

comments, on the other hand, do appPly the coding scheme
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because they refer knowledgeably to one's own behavior in

terms of the categories discussed here.
Examples include the following (The reasons why these
statements are examples of metacomments will become clear

after you read Chapter V):

"4 1little rereading here."

"That's it. Co back to the topic." L
"Going back to what I wrote to help me discover ..
{what I want to write next."

/ .- : T

Lo

Researcher intervention (RI)

/

yhen the researcher or observer chogses fo intervene

during the composing process, the occurrence and nature of

this intervention should also be coded. Different types of

©
interventions can be distinguished as follows:
1. Researcher questioning the writer directly (RIqQ)
2. Researcher answering a question from the writer
(RIa) -
3. Researcher refocusing the writer on the task or on
the composing aloud directions (RIrf)
| 4. Researcher interviewing the writer at“fhe end of
the session (work summary) (WS). .

Constructing a timeline. By learning to listen for

specific behaviors that occur while writers compose aloud
and then designating the function of these behaviors, you
will have mastered the first step of coding. However,
deriving functional units from taped comnents will not in

itself provide you with a way to view the frequency and the

o1
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duration of each unit or the relation between one particu-
lar unit and the process as a whole., You need to sec the
composing sequence depicted graphically,‘on a timeline that
reflects the sequenée and duration of each functional unit,
in order to answer such questions as: what role does
planning play? How much time do writers spend editing
their work? VWhen do pauses occur in the process and how
long do they last?

Constructing--a--timeline-is -relatively-easv. - All--¥ou

need is a blank piece of paper and a ruler. ~The timeline
has dashes and a numbering system spaced across an entire
sheet of paper (see Figure 1 for an examgle). Once you
have constructed a timeline, you need to determine a time
interval that corresponds to the numbers on the line. “In
classroom situations, it may not be necessary to account
for every minute; in research studies it is likely that the
observations will need to be more finely tuned. For the
latter the following guidelines have proven useful:

1. Timelines should be numbered so that thé composing
tape can be analyzed in terms of minutes.

2., It is most efficient to monitor time by using a
tapé recorder that has a built-in counter. If one
is got available, it is possible to usec a stop-
watch.

3. Many counters on tape recorders are set up so that

a 10-digit interval corresponds to one miuwute.

Check your own tape recorder to see what time
interval the first 10 or 12 digits correspond to.
if, for example, 1-12 equals 1 minute, it will be
preferable to construct a timeline in multiples of
12, so that each unit can be analyzed in terms of
minutes. For example:




. v - A —— —— —— — > —— .

1 - 10 minute Entire line = 5 minutes of composing

12 24 36 48 60

1l - 12 = 1 minute Entire line-= 3 minutes of composing '

4. If you do not have a counter on ¥Ynnur tape re-
corder, you can code your tapes by using a stop-
- watch and stopping both the watch and the tape ;
T T T T gEch ] vime g “new “behavior—needs—-to—be -marked -down-
on the timeline. Such a procedure is cumbersome .-
= and can best be handled when two people dn the
coding together.

It is important to remember that tapes.can be coded
without any reference to time. This will provide informa-

. tion on what writers do as they write and how frequently
bthey perform each behavior. Missing would be data concern-

ing how long each behavior lasts. .

Charting the behaviorsm\ This stoep brings together the

two Jprevious ones: in it, coders take the categories that
have been devised and chart them ontoc the timeline. It

occurs in the following manner:

1. Coders number each sentence  in the written pr.d-
uct.

2. With a blank timeline in front of them, coders
listen to the tape.

3. fThey determine, according to the code, what the
“riter is doing, including what sentgnce the
writer is working on. -




NAME DATE

TIME

TOPIC CODER
""""""""" 0 T 7T TTTT T T TTTTTTTT T TTTTTT T T 0 T T T T T T T s0
_________ 60 T TT7TT9g TTTTTTT TTg T T TTTTTT T T T T T TT T TT00
TTTTTCTTTTI0 TTTTTTT I O TTTTTTTTTI TTTTTTTTIo T T T T T T T T 150
TTTTT T T TTe0 T T T TTT 710 T T T T TTTM® T T TTTTTIe06 T T T T T T T T 200

____-“_-_l
. ‘“““*:m:-::__:_:_'ﬁlﬁ TTTT T T T T 20 T T T T T T T T 0 . - 1)
-‘—M“-‘-—‘_‘-‘-‘_-‘-—--_"‘—u
_-_-_‘_-‘_-_-_‘-—-_-—-—n-

______________________________ —_— e — o —— e — —— et —— . —
760 270 280 790 300

Figure 1. Composing style sheet.
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Watching the counter, they ncte the nuirber at
which the first behavior bhegins and the number at
which it ends, as well as whether it is occurring.
while a sentence is being written or before or
after.

5. They note the ccde for this behavicr at the
appropriate place on the timeline and irclude the -
brackets that indicate sentences, if appropriate.

6. The procedure is repeated for each new behavior
until the tape has finished pleying.

It looks like this:

Assume that a writer, named Kate, has agreed to
compose aloud, has been given a topic; and has turned on
her tape recorder. She might begin by reading the topic
twice and then planning how she will begin. If this all .

occurred within the first minute, the timeline would look

1ik= this.

—— ————————.

If at this point Kate spends two minutes writing the
first sentence, during which time she pauses,'?eturns to
read the topic, continues writing and then edits for

.spelling before continuing on, it would look like this:

SWi/s/RT S¥y [Esp] Suy
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At this polnt two types of brackets and numbering systems
have appeared. The ini;ial subscript linked with ;he SY
code indicates which drafr Xate is_working oa. 8Wy

- _ indicates that she is writing her first draft; S¥Wo and
SW3 ia'er on will indicate that she is writing her second
and third drafts. Brackets suvch as [Esp) separate editing
from'writing;and indicate the amount of time editing takes.
The nuaber written above the horizontal bracket indicates
which sentence in the written product Kate is writing and
the length of the bracket indicates the amount of time she
has spent writing that =epntence.

Reading behaviors are also noted., If Kate writes the
topic down on her paper and then reads it back to herself,
this is noted by the symbol for reading written along with
the superscript for topic (RT). If Kate reads fﬁe fourth
sentence after having written it, it is noted as 34; if
she reads the fifth, sixth, and seventh sentences together,
it is noted as R5”7; if she repeats only pur2ses from the

tenth sentence, it is noted [relol.

Additional annotations. Occasionally it is useful to .

annota.e the charts with comments that explain precisely
what the writer is doing. Process .comments may include the

—_— _ ____ _observer!s-opinion oi whether the process is slow or fast

Content couments may include specific statements made by
writers or the words or grammatical problems that they find

particularly troublesome.

1
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Thus toe following line from a sample composing style

information:

sheet for Kate will provide the following

/ - \
S¥,/s/RySW, [Esp] S¥, * R

— o ——————— — - —————

R Ry Pl

o

1 - 16 = minute T §

Kate began writing after 1 minute. Before she
1. began, she read the i>pic twice and organized what
she wculd do.

She spent 2 minutes writing the first sentence

2. during which' time she paused once, read the topic
again, and interrupted herself to edit for spel-
ling.

Sentenze 1 did not 1lead directly to sentence 2.

3. Rather, after sentence 1, Kate spent one minute
rereading the topic, planning in more detail
what she might do, reading over what she had
already written, and rehearsing her ideas on the
topic which then led her directly into her next
sentence.

She spent 1 minute writing her second senteunce
4. which occurred without pause or hesitation.

Reliability

Over the past few years, several dozen graduats

e
students and experienced teachers have been introduced to

this scheme.

They have studied examples of my own coding

oftranscriptss—developed thelr . own tapes apnd charts,

and

discussed their work together.

have arisen as to what to

include

Qccasional disagreements

in a given unit or what

label to apply. But these

e o oy

have heen readily

resolved
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through discussion. Overall, the impression generated by
this experience is that the present scheme is sufficiently
attuned to what is directly observable to allow for accept-
able levels of agreement between coders who analyze the
same material independently. To date, however, the re-
search required for a rigorous assessment of interrater

reliability has not been conducted.

Analyzing the Composing Style Sheets

The charts of composing style sheets do not explain

what writers wrote but rather how they proceeded. They

indicate the sequence o©f behaviors that occurs from the
beginning of the process to the end. From them it is
possible to determine where and how these behaviors fall
into patterns and whether thesz patterns vary according to
the topic, the form of discourse or audience.

The charts can be read by moving along the timeline,
noting which behaviors occur in what sequence.

From the charts, considerable amounts of “informatien
can be gleaned, including the following:

1. the amount of time spent before the writer begins
drafting the piece;

2. the strategies used during this preparatory
period;

3. the amount ©of time spent writing each sentence;

4. the behaviors that occur while each sentence is
being written;

33
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11,

12.-

>

wvhen sentences are written in groups or 'chunks”
(fluent writing);

when sentences are written in isolation (choppy
or sporadic writing);

the smount of time being spent between sentences;
the behaviors that occur between sentences;
when revising and editing occur (during the writ-
ing of sentenceg, between sentences, in the time
between drafts); :

the frequency of revising and editing behavior;

the nature of the revising and editing opera-
tions; and

where and in what frequency pauses. or perlods
of silence cccur in the process.

There are, in addition, many ways to analyze the

charts,

at various levels of inference. The following

rubrics are suggestive of the variety of uses that can be

made of the charted data:

1.

Doing Simple Counts: Here the basic analytic

tasks are almost clerical in nature. Symbols
have to be counted, which then allows the ob-
server to tabulate and cross-~tabulate the numeri-
cal data to address questions such as:  How often
do writers plan? revise? edit? What is the
proportion of planning or revising or editing
time in relation to the overall process? fow
long do writers spend rehearsing? How much time
is devoted to drafting? Do these counts differ
for different topics, points of view, forms of
discourse?

Looking for Patterns: Here the rigorous but

mechanical counting procedures are set-aside—in - -

order to generate hunches or hypotheses. These
come by studying tne charts for relational rather
than strictly quantifiable aspects to ~ddress
questions such as: Do certain sequences of
behavior recur? Ynat are the common patterns?

60
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A Is the sentence the consistent unit of discourse?
’ I1f not, what is? ‘Yhen does rereading occur?
Where do pauses occur? Before what syntactic or
rhetorical structures do writers pause most?

3. Building Theory: Here the charts provide a way to

steep oneself in systematic observations until a

holistic perception emerges of the process. These
perceptions are not directly testable bhut are,
rather, fresh viewpoints that can provide valuable
responses to such general questions as: What role
do the various subprocesses play in the entire
process? VWhat does the function of rereading seem
to be? How does planning work? What role does
editing play? .

Chapter 1V will provide an example of how these
questions can be addressed through the examination and

analysis of the composing process of one writer.

tt
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Chapter 1V

WATCHING ONE WRITER AT WORK: VERN

2 ¥hen I was told to compose aloud, I followed

L the instructions to the letter; I did not allow

‘ myself to think about the topic at all before
//’ sitting down. This was a deviation from my
/ nermal procedure which is to allow my thoughts to
incubate in my mind over a perind of days before

writing. Consequently, I found it-very difficult

to get started. I had short-circuited my pre-

writing phase and ‘was in a state of mild panic

when forced to do it aloud. VWhen I finally de-

cided on a tepic, the writing of the composition

itself was fairly quickly and smoothly done. My

thoughts came out in correct sentences. By going

back to what I had written, I found the impetus

to continue writing, and, also, an incipient

structure and logic took shape' as I progressed.

Vern
New York City Teacher

Vern is a teacher of writing. .In 1979, he was among a
group of twenty teachers who were taking a course in
research and basic writing at ¥New York University.3 One
of the assignments for the course was for the teachers
tape :their thoughts while composing aloud on the tgbic,
"My Qost Anxious Moment as a Writer" and then to coge their
tapes according to the scheme described in Chdpter III.

The teachers were given the topic in the rning during

class and toild to compose aloud later ! that day in a

place where they would be comfortable And relstively free

1y taught this ¢ urse with/ Gordon Pradl, Associ-
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from distractions. Everyone was instructed to bring the
composing aloud tapeée back to class the next day for discus-
sion. No one in the group had received any training in
composing aloud nor had anyone been givén more than a brief
introduction in ho¥ to use the coding scheme. Nonetheless,
all of the teachers in the group succeeded in comﬁbsing
aloud and in constructing a composing style sheet o0f their
writing process. |

¥hat fo}lows are (1) a typed copy of Vern's written
draft in response to this topic; (2) a composing style
sheet based on his composing aloud tape (originally coded
by Vern, later reworked by me as I developed new cate-
gories); and (3) a transcript of Vern's composing aloud
tape. Alongside his actual st?tements in the transcript is
a running narrative of my observations regarding what he is
doing.

I want to emphasize that when Vern originally con-
structed a composing style sheet of his own, he did not
work from a transceript but from his actual tapé. I have
included a transcript here so that you may gain an under-
standing of what a composing aloud tape sounds like and how
.you might‘go about coding the statements you hear on ity

)

At the end of the chapter, I will make some obser-

vations about vern's COmposing pProcess and Faiss, Some
) )

;

questions about the nature of composing.
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I

Vern

i My Most Anxious Moment as a Writer
.”. '
2,$y most anxious moment as a writer is peebebly
mpét likely the present momentfll Usually, when I am
‘/}orced to write, I have a period of time during which I
can mull over the topic.2/ Therefore: when the time
comes to put pen to paper, the composition is more or
less written in my head, that is to say, tha® I, at least,
have a general idea of what I am going to wfige and
how the parts interrelate.3/ For this compeosition,
however, I deliberately kept myself from thinking about
the topic.4/ Consequently, the ideas are not flowing
as they usually do.°/ Add to this the fact that I feel
constrained to put something down on paper, and one can
easily imagine why this particular moment is my most

anxious as a writer.6/ )

T iy ek e R TP vk e e Am e Mmrmb, - [——— e b e T S m
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/ July 1979

/  Evening, at home

NAME . Vern DATE
TIME
TOPIC_ My Most Anxious Moment as a Writer CODER

/ Vern, recoded by Perl

L

Title .

Rt Rh re C re Rhg C PL  ~ SWy Cea AT Cea RT Rhg re re Caud Rhg fh->C € AT He->Rh

""""" 10 20 T T T T T T TR0 T T T T T w0

1 / 2
(o e /-
Wi
RT MC PL RY Rha MC Rh MC € Pl SW) A(-)RTSWi[RVsublSt 1 R2 [cm
"""""" 0 T T30 TTTTTTT "o TTTT T T T Ty
3
- ¢ R W b e e - —
RZ A SW1 C R3 SWyq A SWy I_Esp [MCIP1CreCreCrereCro - A(»;)I R3 Mf R1-3 /s
TTTTTTTTIe T T TTTTTT I T T T T T T T % T T T T T T T T 140
5 6 ’
o -— AN
e N “ f h]
Cre £3 refhqRé Rh->SWj A S#q Caud R6 RS+6/ 8/ SW1 / QGendCC
TTTTT T T T T T T T T T 1o TTTTTTTTIs6 T T T T T T T T 190
/s/ P1->R1-6 A C c /e/t A=) M C
-0 210 - T 220 T T T T 230 240
¢ A(=)
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RTRhg Rh re MC A(-)
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Plg € Al+) C

s i —
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856




Observations

) Vern has turned on the

i tape and made the
jdecision to_start.

ra

¢
I

/ He reads the topic he has
been given and
; (Rp).

begins talking about it.
(Rn)

A

Not itce that as he
rehearses, a key word in
the topic is continually

repeated.
(re)

He then comments about the
difficulty of the task,
(c)

repeats the key word
- (re)

and continues rehearsing,

developing the topic by

asking himself questions.
(Rhq) ‘

Another comment inserts
itrgelf here

)
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TRANSCRIPT OF "MY MOST ANXIOUS MOMENT AS A WRITER"

« Taped Comiments

CK, here goes
My most anxious moment as a writer.
That may very well be this moment right

now

Ah, I don’t know if I'm anxious, I'm
nervous. WHow, anxious moment

- L]

-

It's difficult writing under pressure
like this

~anxtous— ’

Why would I be anxious writing? ¥riting
for someone whose opinion 1 value?
Writing for a grade maybe?

It's difficuit to think _

Now he hits upon a
strategy-—-a plan—-
try writing the topic
down.

(r1)

Let me see, mayvbe if I write it down




He begins speaking and
writing at the same time.
(swp)

Now he makes a comment

about the entire process

he's been asked to do and

how it 1s affecting him.
(C.a)

He returns to read the
topic he has now written
down as s title.

(z7)

Another comment oa the
composing aloud process
(Cea)

e P

Reading the topic again.
(rT)

He continues rehearsing

by as"ing himself

questions. Notice the

key word beingz repeatod.
(Rhq) (re) (re

Now a comment Lo .he
audience that will hear
this tape and a
reference fo Tomy, whose
tape his class had
listened to.

(Caud)

60

My Most Anxious Moment as a Writer

Mow normally I don't have to write

down a title. I usually take some time

out to compose my thoughts but the B
nervousness of talking, saying out loud
what I'm thinking, is blocking my usual
composition process.

Ah. my most anxious moment as a writer.

1 feel obliged to say something. 1

can't stop talking and just think, I
guess I better or 1'll never get

anything down on paper ar? then again I'm
supposed to say what I'm thinking. It's
kind of a quandary here.

—

“"‘“"—-—-.._____
Ah, my moste anxious moment 2as a writer

Let's see if I pick righ* now, what can I
say? Righ ow, why am I anxious right
now? Why am I anxious -‘ght 1 sw?

You know, I really admire Tony. He

seemed so uninhibited about saying

exactly what was in his mind and yet I

know that 20 of wy peers are going to be
listening to this and I feel quite

foolish. - - . -
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He refocuses himself on
the task at hand dy asking
himself more questioas,
again a form of rehearsal.
In answering his own
question he continues
rehearsing which leads him
to make a comment about
himself. Then once again
he refocuses himself on
the rask.

(Rhq) (Rh->C) (&)

&

He reads once again what
he hag_written as the
topic.

(rRT)

This is his first
metacomment. Here he's
becoming aware of what he
is doing and drawing
attenktion Lo it.

(MC)

Nov rehearsal becomes even
more pronounced. He
begins developing the
topic in greater depth
although he speaks
tentatively as though he
is not quite sure where
this is all leading.

(Rh)

Since the topic for this
assignment is on the act
of writing, rehearsal for
the topic may appear as a
series of exte¢:ded
metacomments. Since the

-1deas Vern 1is voicing here

eventually contribute to
hig creating his text, I

61

0K, right now why am I anxious? why
would I be anxious writing? God, ah, I
succeeded all day in not thinking about
this. and I suppose I would like to
continue not thinking about this and
not doing it. Ah, but it's late so

I better get it dome.

XY

My most anxious moment 4S8 a writer

Ah, reflecting on past writing
experiences again.

T

What I usually do is think about this.
If I'm given an assignment, ah, I 'ink
about it on the way home or sitting in
the library. Aah, I thiak about it “or a
couple of days, kinda let the, ah, ideas
germinate in my head and I guess ywhat
I'm trying to say, in other words, that
this isn't my normal composing process,
that there is an important pte-writing
step missing which usually lasts a
number of days and I'm finding it very
difficult just to sit down and eliminate
that incubation period and yrite.

choose to code these
statements as examples of
rehearsal. This is,
however, an arguable case,

ERIC

Aruitoxt provided by Eic:




Again, he reads what he's
written and continues
rehearsing, asking himse1€
a question and looking for
an experience to fit the
assignment.

() (Rhq)  (®n)

e

He repeats a key word.
(re)

He notices what he is
doing (me:acomment).

o)

His first assessment is
negative.

(a=))

He is reading the topic
again

(rRT)

He exits from Cthe

process to notice how long
it ig taking {(metacomment).
This observation leads him
to suggest a strategy, a
plan, just start writing.
This seems an lmpossibility
since he still has no exact
"moment" in mind.

ey (D)

He rezdis the topic
again,
(D)

Azain, a questioning

62

God, ah, my most anxious moment as a
writer., The English essay exam? I
wasn't anxious writing it. I was just
worried I wouldn't pass it--you know--

My mest anxious

back to the title again, back to the
topic

God,; this is e¢wful, this is reslly bad
news o

My most anxious moment as a writer

This pre-writing period ’s lasting a
long time. Maybe I should just jot
something down. Maybe I should just
start=—but 1 have to pick a moment. I
can't just put my pen on the paper and
say, 'Hey, do your thing.'

an

]

Ah, God, My Most Anxious Moment 45 a
Writer

Let me gsee-—for whom heve 1 written in

ERIC

Aruitoxt provided by Eic:

technique is emploved
»s part of Tuchearsal.
(Rhq

the past?




A metacomment and ther
an answer to the question,
(MC)  (Rh)

Finally, he finds the
moment--it's now-~and he
begins developing,
explaining how this moment
differs from his othner
writing experiences.
"Shaping at the point of
utterance” is a reference
to the work of “.aes Britton
that seems to have emerged
through association.

(Rh)

Again a wmetacowment on
his own progress. ey
"
(MC)

A stray thought,
(¢)

Finally, a plan, 2
strategy-~1"11 write

about right now,
(p1)

He begins speaking the
words while writing then.

(swl)

fle interrunts himself to

indicate his displeasure

with the phrase and
(a(-))

63

Ah, that's it, go back to vour previous
experiences--nigh school, college, no--
I wasn't worried then.

I don't know-~{ guess this must be my
most anxious moment bacause usually I
just-~1 write it at the last minute and
I never look it over—-I write it, type
it over, and hand it in, shaping at the
point of utterance, whatever

#”,,Ilm’iat doing much writing here.

Ah, chall I cheat ard turn off the tape?

H¥ah, what for?

Well, instead of jusr verbalizing and
speaking out loud maybe I'1] just
write about right now-—-1'll use the
title as the topic sentence~-basic
strategy here.

My most anxious

o

sounds so grade schoolish

O

ERIC

Aruitoxt provided by Eic:

conitinues on, reading tane
N —————
first three words and
writing four more.
R ) (S‘u‘:i )

Hy Hos Anxious/ MoHerY FiaT
Writer

". .

m o e ]
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e

digress.

Here he revises at the
word level and scbstitutes

most likely for probably.
Isw15

(RVESD)

This first seatence leads
directly to the aext.
(swy)

The.phrasing her> "forced
to write" leads him to

He's struck by
the fact that--although he
believes in the,véfﬁe of

writing, he-ofily does it

when-t& is forced to.

This idea never enters the
paper but he returns to it
continually throughout the
process.

(Comment on writer's
life.)

(C,1)

After the digression he
returns to read the first
half of the second

sentence,
(r2)

He is aware that he
raturned t¢ read.

{Metacomment)
{(MC)

He reads it again
and continues on speaking
the words while writing

them, repeating various

phrasess - ——————- - o —-
(x2)  (swp)
(re) (re)

84

is probably most likely--put most likely
down--is must likely the present momeat

Usvalby when T am forced to write

"When I'm forced to write"--something
I've wanted to do--I wanted to sit down
and use writing as discovery, writing
for values_clarification, but_.I never
manage to sit down and do it. I always
need this threat of sorts hanging cver my
head, like this paper is due tomorrow
and every time I'm writing at tyo
o'cleck in the morniag saying, 'Hey the
aext time I'm going to do it right away
and not have this hassle at the erd'~-
never works——maybe now~—enough of that--
onward and upward,

Usually when I am forced to yrite

going back to what I wrote te help me
discover whar I wani to write next

L *

Usually when I am forced to write~-ah,
I have a period of *ime duriag which I
can mull over--can mull over the topic
--can @uli ov- - the &topic.
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Having writtea the second
sentence, he reads Lt over
and assesses 1Lt.
It's 0.X,

(%) (@A)

. He continues on composing
¢ tne third ssntence aloud.
(8w )

He interrvupts himself,
wondering about the tape
recorder.

He reads the beginning of
sentence three over again
and continues on. He
assesses the sentence,
then continues speaking
and writing.
Tﬁ3) tSle (8)

(sw,)

& He notices a tricky
spelling, decides to check
1t later—--recognlizes that
editing has entered the
process and dezides to
check it now.

(Esp) (Mc)  (P1)

He explains his decision,

(c)

repeats the word and
(re)

continues commenting on
Why he déesn' t LooL Wiy
work over.

(¢

ERIC

Aruitoxt provided by Eic:
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A

Usually when I'm forced to wrike, I have
a period of time during which I c¢an mulil
over the topic. OK. Period.

"

Therefore, when the time comes to put

God, T hope my tapeé recorder is picking
. I'd hate'to do this twice.

thi Arm
ie up

Therefore when the time comes to put pen
to paper, the composition is more or less
written in my head. O.K. That is to
say, that I, at least, have a general
idea of what 1 am going to write and how
the parts interrelate.

"Interrelate'--must be with two r's I'l1
check it later in the dictionary--a
little editing==I'l1l check it now.

*

I don't like to look this thing over
after .I've Einished

=Iaterrelate-

I know that's not a geod practice, I'm

—wor ~surg-why I tdo-itt—i—guess—after
writing the thing that I puk enouzh
effort into it, that I approxinated whar
I wanted to say aad basta. .
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PAFulToxt Provided by ERIC

He has to remind himself
of the word he's working
on=—he repeats it,
continues commenting,
repeats it a few more
times, finds it, and
acknowledges that he has
spelled it correctly and
(@) (c2) (¢} (r2) (re} (C)
(re) (A(+))

reads part of the sentence
OoVer,

(r3)

Here, once again, he
notices his process
(metacomment)

A

reas: sentences ¥l = #3
quier.sy
{r 1-3)

and begins composing

santence four,
(siy)

Here ha makes a comment,
ostensibly to the audiznce.

{c)

Then he reads s2ntence

four over again.
(r%

Now he begins sentence
five,

(sty)

inserts another com~ent,
(c)

)

0.K., what am I looking up? Interrelate-
I'm pretty sure what I wrote is right

but it doesa't hurt to check--inter-
inter-interretate--(going through
dictionary). Dictionary skills.
Inter-relate. O.X.——correct on my word.
Thank you Mr. Webster.

AL least have a general idea of what I am
going to write and how: the parts
interrelate.

A little rereading here.

For chic composition, however, I
deliberately kept myself froem thinking
about the topic.

I wanted to do this exzercise corractly.

-

I deliberately kept myself from thinking
about Lhe topic.

Consequently,

love these trassitionazl words,




. *
repeats the first word,
adds a comma, contilnues

by repeating the first

word, then asks nimself a

question as a form of

rehearsal. Next he goes

pack to reread seantence

four and continues

rehearsing until he finds

his answer.

(re)a(Epunc) (re) (Rhq)
(R7) (Rh->SW, )

He assesses and continues

writing.

&) (swl)

Again he offers an
explanation about his
process, ostensibly to

and about his audience.
(c
au d

The he reads what he's
written of sentence Six,
goes back and reads
sentence five with what
he's wrikten of six, whi
leads him to finisgh

segtencg 1X.

)(s)(w)

uestions whether
he's redched the end,
laughs when he notices
the kind of ending he

“produced and

(Qénd) (c)
begins taliking
(commenting) about the
point chat Lnterasted
him eartier--why he
writes only when he's
forced to. These

comments are evcked by

what ke wrote.

67

Consequently, whoops, comma there, conse-
quently, what do I want to say her2? For
this composition, however, 1 deliberatealy
kept myself from thinking about the

topic., Consequently, ah, consequently
what? Consequently ah, it's not . .
0.K, Consequently, the ideas are not

flowing as they usually do.

C.%. Add to this the fact that 1 feel
contstrained to put somethlng down on
paper. o

//
e

I don't want the cldss listening to
silence--A John £4ge composition

-
-

e

' s
/

//

ﬁot flowin

e1kconstra1 é//to put something down
paper. Co sequently, the ideas are
as they usually- do. Add to
this (reréading five and s/,) and one
can easily imagine why this particular
moment 1s my most anxious 4s a writer.

Is that a conclusion? {laugh)
That was my topic sentence and here 1
am saying 1t again.

Right now I'm really intevested in how I
usually write and how 1 cap get over that
only writing under pressure and only
writing when 1 have to-~for school, for
classes, I really believe that writing
can be enjoyable, writing can be, ah
enlightening, illuminating for the

“person-—semerhing 1 T.Ke 6, hope o

foster on the many students that I
should be put in a position to aelp
write,
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He acknowledges that he has
digressed and brinzs
himself back by
questioning if he ought
to read the paper over
again. This question
seems to serve a planming
functicn, helping him
determine what he wants to
do next.

(Plg)

Yet he reems

unable to lewve the
digression and he
continues to comment On
what interests him most-—-—
his "normal" composing--
process, inserting an
assessmet walch indicates
that he 1s satisfied with
what he's written.

(c) (A(+)) (©

He announces his plan to
reread and thean does so,
silently.

(r1) (RL-9)

Then an assessment based
on time.

(1)

Now he begins a series of
comments that reveal rhe
rzlatis» he has created
ro kis text.

(c)

~
s

O

ERIC

Aruitoxt provided by Eic:

T procese buf I doa't Know if tWat's what

63,

Ah, getting a lictle off the Do

I want to reread tnis agzain?

topic.

You see, the thing is--'the thing 1is'~--
Oh, God--if this were my composition—-—
this is my compositioo-—but I am
satisfied with the way it is--I'd read

it over-~in fact, I read over what I
write as I go along to help me with what
I want to write next but I very rarely go
back., In other words 1f I have an 1dea
that doesn't quite fit im with what I've
written, I tend to change the new 1dea to
conform with yhat I've already written
rather than go back -and make changes in
what's already down on rhe paper even 1if
I feel that the new idea 1s more what I
want to say.

Ah, bear with me as I rzad this again
(rereading)

s
Well, it's not a half an nout, it's not
an hour.

t's all rhat I want to
opic,

At the present th
write about the

-

-
s

e

and I yéuld like to go on thinking:aioud
abour” the writing process or my writing

//xhe assignment 1s and I'm not ‘goiag to
put anything rpore down on paper.

-
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«; T

He exhibits difficulty
exiting from the task.

(c)

o

He assesses what he's
done negatively. (He
seems to have a notion
concerning the length
the session ought to
be.)

A=)

He reports on.his process
for a moment and then
continues to comment
about himself in relationm
to the topic.

(Me)  (©

He continues commenting.

(c)

Finally, he finds a way to

exit from the process; ire

suas up vhat he's done,

" acknowledges there way be

som2thing he can learn fron
the procass and leaves with
one final negzative

assessnent.

€y (A=)

Marbe I should stop here.

I feel like I've failed-~1 haven't
filled up one side of the tape.

Turning tne paper looking at it again--
I don't waont to write any more about
this--this anxious moment. I'm sure
when I turn the tape recorder off and
have a chance to think about what I've
written, I may discover that in fact
this wasn't my most anxious moment-and
that some time in the past, some exam,
may have been indeed more anxious than
the present one bit haviang written what
I wrote and having reread it,

Ah, I don't immediately see anything
I'd 1ike to change.

I'a sure I could work on this, but why?
This is more or less a spontaneous
composition. No one expects anything
polished and the topic 3 one that
doesn't really mean anything _to me. In
other words, if I went through and made
corrections and tried to express this
more finely, more p.oecisely, wmore clearly,
I woulde't do it=—I don't havs the
motivation~-once again it's an artificial
cxercise.

Now enough of rhese ramblings. PRe ir
ever so humbla this 1ls what I've written
and what I thouzht as I wrote 1it.
Pexhaps-when I--listen to--this tape again
I'1l get a better idea of what gows on
wnen I actually have to sit dom aad
write and why I write the way [ do. This
is so repetitive--God--huh--botiing.
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Apﬁiysié of Vern's Composing Process
) what can we learn from Vern's composing aloud tape and

, /
a
-"’

E}s written product? Once We construct a composing style
//;heet, how can %¢ use it to make discoveries about what he

does during composing? At the end of Chapter III, I

introduced three ways of analyzing the composing style
looking for patterns and

Sheets: doing simple counts,

building theories based on what we see. Here I will

provide examples of the kinds of observations I have made
from my analysis of the data on Vern. In the next chapter,

I will present a theoretical perspective from which to view

these observations.

Before proceedini, two points about the data need to

he made: *

1. ®hen Vern was directed to "compose aloud,” he
took the direction to mean that he should not

think about the topic at 2ll bhefore he sat down
write. This self-imposed restriction left him
recourse bhut to compose spontaneously, or, as
quotes James Britton, '"to shape at the point

utterance.”
sharp contrast to his
plans the composition

This strategy,
"normal"

he tells us, is
process, where

to
no

he
of

in
he

in his head ahead of time

w——--=- ——.Doing Simple Counts .. _.. ... . fe e e

and then writes.

Given the imposed topic and the time constraints :
(one evening to write), it is likely that what we
have here is Vern's performance on a perfunctory
task. It is possible that on a topic of his own
choice with a longer time span allotted to compos-
ing, he might compose differently. Yet, given the
constraints of the situation, wh: . does Vern do?

The

describe

first way to make sense coi the charts is to

what has occurred througiout the session. This
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can be do by moving along the timeline and noting the
type and/ sequence of behaviors. I generally ask umyself a
number ©of questions and then write down my answers for the
first level of description. The'questions I ask include:

1. %hat is the total amount of time spent in the
session?

ey

2. How many words does the writer produce during
this time?

// 3. How much time is spent before drafting, on draft-
/ ' ing, and after drafting is concluded?
/// 4. In the time prior to drafting, what occurs? How

much time is spent on rehearsal? On reading the
topic? On planning?

5. During drafting, does one sentence lead directly
to the next or are there breaks between sen-
tences?

6. What happens after sentences are written? Does
the writer reread frequently?

7. How many pauses occur throughout the process?
How long do they last?

8. How many assessments occur?

9. How many and what kinds of editing changes
occur?

10. At what point does a concern for revicion enter
the process? Wnat 1iypes of revisions does the
writer make?

11. How is the writing episode concluded?

My answers to these questions based on my analysis

of Vern's written product and his composing style sheet are’

as follows:

1. In total, Vern produces 140 words and svonds 26
minutes conposing aloud,
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2.+ He spends 7 minutes preparing himseli to wrirte,
reading the topic, rehearsing, talking abouz
composing aloud and looking to find a way to
begin. /1

/

3. He reads the topic 6 times before he begins
writigg his first sentence.

-

4., He regpeats a key word in the topic 9 times
before he begins.

5. His /main strategy during rebearsal is to ask
K himgelf questions.

6. Onde he finds a direction he is willing to
follow, he plans briefly and begins writing hls
-fﬁkst sentence.

7. He spends 11 minutes drafiing his essay, pro-
ducing a total of six sentences.

In the midst of producing his first sentence, he
lassesses his work negatively and makes one
revision.

Sentence 1 leads directly to sentence 2 with oo
intervening pause.

I
s
s

During sentence 2, he digresses to talk about his

life az a writer,
r

After the digression 1in sentence 2, he rereads
what he has written and finishes drafting the
sentence.

Upon completing sentence 2, he rereads it,
assesses it positively and moves d%rectly to
sentence 3.

13. During sentence 3, he spends 1 mlnute checking
the spelling of one word.

14. Upon completirg sentence 3, he rereads the entire
sentence, then goes back and rereads seniences 1
through 3. After a short pause (12 seconds) he
produces sentence 4.

-15. _He rereads senteace 4 before he begins drafting

sentence 3. T

16. In tne midst of sentence &, he edits for punctu-
ation and then rehearses by asking himself
another Question,

-
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17. He reads sentence 4 again before ke finishes
drafting sentence 3.

18. After assessing his work positively, he moves on
to sentence 6. In the midst of sentence 6, he
rereads what he has written of 6, then rereads
seitences 5 and 6 together and then completes §,
bringing himself to the end of his written text.

19. He assesses his work 10 times. tour of his
assessments re negative; six are somewhat non-
commital, "it's OK."

20. He edite twice: for spelling (in sentence 3),
and for punctuation (in sentence 5); he revises

. once: for word choice (in sentence 1). \

21. He spends 8 minutes "exiting" from the process
by planning to reread, rereading his text,
speculating sbout ideas that come to him as a
result of writing, assessing his work and decid-
ing to stop. ’

Looking for Pat.erns

After describing the Quaqtifiable aspects of the
charts, it is possible to look for recurriqg patterns. It
is important to point out that analyzing one chart on one
writer will not provide us with & full understanding of
that writer's composing process. Even a minimal under-
standing can only emerge after studying a number of charts
based on a pumber of differenfhwfiting episodes. However,
analyzing one chart is good practice and will allow us here
to note the consistencies that ocdur in Vern's composing

process during one session. In order to do this, I ask

_mvself three Kinds of questions:

1. What seems to occur consistently in Vern's chart?

2. BResed on these observations, how can I characte®-
ize him as a writer? .
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3. Is there anything unusual in this session that I
should Keep in mind as I work with him in other
sessions? *

Based on mv observations of Vern's chart, I see the follow-

ing characteristies: .

1. He questions hiwnself frequently while writing,
particularly in the bezinning of the process,

2. He comments frequently ahout the process.

3. He rereads frequently, either after a sentence
is written or while he "is in the midst of compos-
ing.

I am also struck by three events as [ listen to his compos-

ing aloud tape. ¥
1. Alt sugh twice he tells himself, "Jast starc--
just grite something down,’ he does not begin
until he finds what seems to him to be the "right®

example.

. 2. After he has finished drafting, he returns to

discuss the digresslion that emerged du ag the

“drafting of sentence 2. This digression i..rigues
- . him and he seems unwilling to set it asi e.

JE— L
—————— — ——

® ° 3. He exhibits difficulty in exiting from the writing
pracess, volcing vague dissatisfaction with the

v--;;$I:;;;_'-~~ ... topic and his written response.

‘-_:h_"""‘-'-—--__, . ] - . .
Can thése-epservations lead to a characterization of
- T

——

- Vern as a2 writer? Although 1 recognize that »# finm“ugggf:
_§§ag§ing of the way he writes needs to he bhased on more
than one session, I find that ever one session provides
me vith a wealth of information. By repeatedly listening
to his -tape and asking wmyself, "What does all of this

suggest?" I an led t» the fovllowing conclusions:

First, Vern appears to be a fluent writeir. iile he

m—

has a difficurt-time getting started, once he does, he

82 -
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produces ¢ septences in 11 minutes with few pauses betwecon
sentences,
Second, Vern appears to he a careful writer. In

rehearsing approaches to the topic, he is not satisfied

with any exanple that

comes to mind; even on a teacher's
pre-selected topic, he spends time '"looking” for an appro-

priate response, for something that "feels"™ right. He

“knows implicitly when the examples he comes up with are not

"right," and he continues to ask himself, "Why am I anxicus
writing? Right now, why would 1 be anxious?” seemingly
unable to write until he finds something adequate.

Thizsd,

Vern consistently engages in two behavicrs

which seem to serve differcnt functions: commenting and

rereading. Comments appear to Serve an explanatory pur-

o

pose, letting his audience know what he is dring and, I

ERIC

Aruitoxt provided by Eic:

suspect, they occur as a result of the composing aloud

directions. Rereading, on the other huad, appears to serve

him: he seems to be assessing what he has already created

in order to belp him decide what he wants to create next.

This, I suspect, is a much more comnon and integrated

feature of his composing process, one | would look for in

o.her sessions.

Fourth, one¢ rather interesting incident occurs. In

the midst of composing h.s second sentence, he writer,

"Usuaily wvhen I am forced to write . , . The words,

"forced to write’ seem to jump out at nim from the pay~o.

L
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he stops drafting ang bezins to talk about an ides that
intrigues him: 0ne only writes when he is foreced to. This
idex never enters his writing. But he returns to it upeon
completing his written vroduct and seems unuble to put it
aside. The digression appears to be more compelling to him
than hils written text, aud, in fact, he 1is vaguely dis-
satisfied with his text. Such an incident leads me to
wonder: Does Vern generally aveid ''new" ideas taat occur
as ¢ result of writing”™ Does he generally force bhis ideas
into a precenceived notion of the text he is 'n the process
of creating? Does he ever allow ideas that energe in the
taidst of writing to lead him to recast or reshape what has
come hefore?

These dgquestions emerge as a result of ahélyzing one

session., They can »nly be answered by observing what Vern

ERIC.

AFullToxt Provided by ERIC

does in other sessions on other topies. In the course he

was taking, we had such a situation. Vern did produce
other writing, and it the conclusion of the course, we
asked him to write a paper chesracterizing hirlself as a
writer. ¥hat follows 1is an excerpt from this paper: . -~

Uy revision g¢rocess, as revealed to me by the tape

recorder, was labored and painful. Normally, I do not

revise what I have written. What I produce is usually

rather coherent au¢g more or less correct as I put it .
down. I am so glad to have come to the end of it that s
I can't bring myself to change anything since I know
from past experience that it will pass nuster without
revision. Consegquently, when forced to revise, 1
make some very nlnor cosmetic changes, but nothing
that would require reonrning to any great extent.




After reflecting on @y writing and revision procsssg, |
can see that I have a deficiency: I edit for correzit-
ness before 1 comnit a sentence to writing. although
I have developed strategies for editing cthat produce
correct and fairly coherent writing, 1 suffe~ from a
loss of contact with the sense that underliexr writing,
1 apply filters for correctness and logic very early
in the composing process; what 1 prodr , therefore,
is a rather impersonal and objective prose which has
very little to do with my own exper:iencing.

Vern learned about his composing process by imaking

P2
tapns and sftundving what occurred on them. e saw now
quickly be cut himself ofif from discovery because he was
able to write '"correct” prose that would "pass muster
without revision.”" He saw that once he nad settled Jn 2
direction, he would not change it or recast it to fit a
new, more compelling idea. He saw hov constrained hi§

writing process was and hor consistently he cut himself off

from "the sense. that ynderlies writing." —

Q
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These—are—only—a fev—of—the—insights —wt—ecan—emerge

as a result of this xind of research, In fact, once we
arrive at 2 series of obsevvations that are indicative of

regularities or habitunl patterns associated with COMPOS—

'ing, it is common for us to want to ask new questions that

do not have strictly émpirical answers, e may viat to ask
why these recuriing patterns seen el her to facilitate the
development ¢ the comp¢sinl process or to inhibit it., ¥e
may want to know more 2abo the "sense that underlies
yritine.” In otaer words, we may want to ask the kinds of

questions thot lead u« to theory, the subject of the next

chapter.
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.~~~ Chapter V

-

BUILDINé,A THEQRY OF THE COMPOSING PRNCESS

If theory is removed from cortacyv with empiricail
reality, it rapidly degenerates into sterile
deductive exercises and abstract speculation.
Holist theorizing should always proceed in
intimate contact with particular cases, so that
each theoretical step can be immediately checked
against a range of cases. . . . For some holist
scientists the primary interest is in using
theory to eanrich the understanding of the
particular case, while for others the case is
primarily an instrument for the development of
theory, but both interests are always present.

P. Diesing
Patterns of Discovery in
the Social Sciences

After making detailed observations like those des-

eribed—in_ _this_manual, we may_tucn o broader questions:

¥here—is —this— research leading- and—what—does—it- tell-us
abour the composing process?

Firm ansvers to these questions will only develop
through many people's efforts ¢o study the process and
describe what they see. In this final chapter I would like
to indicate somc possible directions for such work aand
speculaite 2bout the nature of the findings to date.1

One o»f the most interesting ob%ervations to emerge

through research employing methods like the one described

nere is the recognition that certain patterns recur

—r we o m m Em m e R s m Emem

1Much of this chapter originally appeared as a jouvrnal
article entitled, "Understanding Composing,"” College

Composition and_Communication. December 1980, 353-359.
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throughout an individual's comdosing process. This ob-
servation bas led a growing nu;ber of researchers to
hallenge the notion that writing follows the strictly
linear sequence of planning, writing and revising. Based
on the findings from their studies, researchers have
proposed an alternztive model: writing is a recursive
proecess, and throughout its course :riters return to
substrands or subroutines which serve to keep the process
moving forwvard.
Like any new idea, writing as a recursive process
raises many new questions, For example, recursiveness 1in
writing implies that there is a forward moving action that

exists by, virtue of 2 backward moving action. But why? To

what do writers move back? VWhat exactly is belng repeated?

WiaU recurs?— And—ifwo—find—meandngivl —says—te—address——

such questions, what are the implications for peingogy?

Have we moved closer to grasping some fundamental process
in writing? And ir so, can aspects of it be taught?

To answer these questions, we can begin with the tapes
and style sheets available to us, The descriptions that
follow are based oa my own observations of the cowposing
processes of many types of writers iacluding college
studants, g¢raduate studeats and Eanzlish teachers 1ike
Vern.

“riting does apnpear o be r1ecursive, yet the paris tha
recur may vary from writer to writer or frovw tanic to
tonic, Farthermore, some recursive etements wre -0 to

A
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spot while others are nov. Among the regularicies | have
noted thus far are ihese:

| The most visible recurring feature or bacxkward

moverent 1nvolves rereading little bits of discourse. Few

-~
/ *
vriters I have scen vwrite for long periods of time without

returning briefly to what is already down on the page.

For some writers, rereading occurs after every few
phrases; for others, like Vern, afier every sentence; nore
frequently, 1t ocecurs after a "echunk' of information
has been written. Thus the unit that is reread is not
necr2ssarily a syntactic one, but rather a semantic one as
defired by the writer.

Consequently, the nmost visible backward movement is

to the words on the paze. After a few words, phrases, or

Sentehces  are dowm on the page, sriters—return to reread -

them. ) - -

2. The second recurring feature is some key word or
item called up by ithe topic. Yriters consistently returu
to their notien of the topic throughout the process of
wricting. Particularly whern they are stuck, writers seom TO
une the Lopic or a key word in it as a way to get goling
again. Thus many tipes on tne charts, it is possible to
sce writers 'goiny bsc?,“ rereading tha Topic ihe; vere
given, changzing it to suit what they haive been writing or
charnging what they have written to suit their noilon of the

tonic.

88




Q

Aruitoxt provided by Eic:

ERIC

#

-4

Thus the second backward movement is to tne tonic.

3. There is also a third backward movement in -<writ-

ing, c¢ne that 1is npnot so easy (o document. Many writers

seem to move back or refer repeatedly to something that
does not appear to obvservers or even to the vwriters them-

selves asg anything definite or clear. They scem to ok

within themselves, to go back to some inner datwm 20 which P
y s
they have arrcegs but which, precisely boucausg” it has ngz/

-
yet beep ywritten, does not have words abP "the momen;féhey

. - -
refer to it. e
L7 -~
Yhile it wmay at first uwppear difficult tTo speak or

write clearly about such An undefinable matter, it is
possible. Eugene Gend¥in, 2 philosopher at the University
of Chicago, has ﬂéégloped a method for studying and re-

ferring to the not-yet-deiined aspects of experience that

come into vlav in creative processes. Gendlin has written

extensively about the fact that in addition to our ideas,
thoughts, assor.iatiors, moods, and readily identifiable
feelings, Ehere is also a sense that surzoqus any ex- ®
perience. , This sense can be felt direc.ly and boaily, =
althoueh it mny not be readilv recuceable to any tLerms Or
symbeols that cone imaodiately to mind,

It iy to just such 2 Zelt sense of what they wunt to
say thrt writers secen repeatedly to refer. I1v4 Cendlin's
words, this {¢lt san~< is: P
the sufi uaderorlly of thought . . . 2 kind o bodivy

arareness fhat - . . can be uwsed as a teol . . . &
bodily awarencs<s thar .-, . encomplsses evorythin: vou
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fgﬁi,and know about a given subject 4t a given time.
A o+ o Lt ts felt in the body, yet it has meanings. It
- 1s body and mind before they are split apart.

This felt sense is what is always there, within us.
It is unifving, and yet, when we bring words to it, it can
breaix opar., shift, unravel and become something else.
Gendlin has spent many years showing people how to work
with their capacity to sense in this way. Here [ am maXing
connections betwéen his descriptions of inner process and
what I have seen happen as people write.

When writers are given a topic, the topic calls forth
images, words, and ideas, but also vague or fuzzy feelings
that are anchored in the writer's body. "what is elicited,
then, is not solely the product of a mind but of a mind
alive ia 2 living, sensing body.

—— - - Wnen writers pause, when they go back and repeat Xey
[~ words, what they seem to be doing is waiting,. paying_
attention to what is still vague and unclear. They are -
looking to thr .21t experience, and waiting for an image,

a word or a ph-ase to emsrge that captures thé %ense they
embody.

Usually, when they make the decision to write, it 1is
after taey have a dawning awareness that something has
clicked, that they have enough of a sense that if the
begin with a fe2w wordy heading in a certain diroction,‘
words will continue to come +which will allow thea to flesh

out this sense further.

v
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The process of using what is sensed directly abkout au

topic is & natural one. wany writers do it without any

cons<ious awareness taat that iIs what they are doing

- %
FoOr example, it can be seen in Vern's continued repetifion

to allow tis sense to deepen, continuing fo azh himself,
"“hy would T be anxious writing?" and waiti
thing in those words evukes enough of a

he feels ready to rwrite. In the sg5%sion cited

knows he has something after sevén minutes; e guestion
is, what tells him? ¥hat provides him with fhis xnowledge?

Vern actually comes v, "with many possible answvers, yet
he discards them. Whgp/{glls him that "this moment” is the
one he siould desgr{be and that - tne others aren’'t right?
He didn't calzulate or dedyce the answer. Ratiter, he
asked nimself the question’ openlv and waited; finally when
an idea came that matched the experienée he was looking
for, he was able to write. In the approach I am present-
ing, the recognition of what one needs to do or where
one needs to go in wsriting first occurs as & sense one can
feel. This is the internzl criterion writers geem to
use to guide them when they are reiearsing, drafting and
revising.

The recursive move, then, that ig hardest To document

but is probably the rogt impdortant to be avare of is the

move tc fel: sense, to what is not vet in words burt outl of

which words=, inases and conconts Gnier,a,

.

Q
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I1s There a Bagic Composing Process?

The continuing presence of this felt sense, waiting

for us to discover it and see where it leads, raises a
number of questions.

» Is "felt sense”" another term for what professional

writers c¢all their “inner voice" or their feeling

of "inspiration"?

o Do skilled writers c¢all on their capacity to sense
more readily than unskilled writers?

* Rather than merely reducing the complex act of
writing to neat formulation, £an the term "felt
sense’ point us to an area of our experience from
which we can evolve even richer and more accurate
descriptions of composing?

* Can learning to develop this capacity to sense
enhance our creativity and relerue us from stulti-
fyingly repetitive patterns?

Wy —study of these issues leads- me-teo—answer-'ves!! to
all four guestions., There seema/%o be a basic step in the
process of composing thu* iﬁ}lied writers rely on even when
they are unaware of it and “that less skilled writers can be
taught. This process seemns to rely on very careful atten-
tionh to one's inner reflections and is often.qccompanied
with bodily sensations.

When it is working, this process allows us to say or
write vhat we've n¢ver said before, to create something new
and fresh, and occasionally it grovides us with the experi-
ence of "newness" or ‘freshness,'" even uwhen '"old words' or
images are used, v

The basic process becins with paying attention., Tf ve

are given a topic, it bezins »ith taking the topic in uand
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attending to what it evokes in us. There is less "figuring
out"” an answer and more "waiting'" to see wvhat forms. Even
without 2 predetermined topic, the process remains the -
same. We c¢an ask ourselves, "What's op my mind?" or "Of
all the things I know about, what would I most like to
write about now?" and waif to see what comes. 4Yhat we pay

attention to is the part of our bodies where we experience

/

curselves directly. TFor Mmany people, it's the area of /
! /

their stomachs; for ot%efé, there is a more generalizeg/
response and they maiﬂéain a hovering attention to what
they experience thndhghout their bodies,

., Once a felt sense forms, we match words to it. As we
begin to describe it, we get to see what is there for us.
Ve get to see what wve think, what we know. If we are
writing about something that truly ihterests us, tze
sense deepens. We kpnow that we are writing out of a
"eentered'" place,

If the process is werking, we begin to move along,
sometines quickly. Other times, we need to return to the
beginning, to reread, to see if we capiured what we meant
to say. aAfter rereading we might move on again, pick-

ing up speed., Pernaps, 1. rereadinz, we realize we've

gane off the track, that what we've written doesn't ¢uite

Ygay ii,”" and we necd to reassess, Maybe the words are
sronz and =we need to change them, At times w2 may refer

back te the topic, to call up the sense it initially

-
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evoked to gesz where and bow our words led us astray. In
rereading we might even discover that the topic is "wrong,”
that the diiectio; we discovered in writing is where we
really want to go.

It is important here to clarify that the terms "right"
and '"'wrong" are npot necessarily meant to refer to gramma-
tical structures or to correctness. Yhat is "right" or
"wrong' corresnonds to our sense of our intention. Ve
intend to write somethiﬁé, words come, and now we 2assSess
whether those words adequately capture our intended mean-
ing. Thus, the first qQuestion we ask ourselves is "Are
these 4uwords right for me?" "Do they capture what 1'm
trying to say?" YIf not, what's missing?"

Once we ask "what's missing?'" we need once again to
wait, to let a sense of what is missing form, and then
to write out of that sense.

I have labheled this process of attending, of calling

up a felt sense, and of writing out of that place, the

process of retrospective structurinz. It is rettrospective

in that 1t begins with what is already there, inchoately,
and bripgZs whatever is there forward by using language in
structured form.

It scecems as though a felt sense has within it many
possible sgtructures or forms. As we shape what we intend
to say, we are further ~*ructuring our sense wnile corres-

nondingly shaping ovwr picce of writing.
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It is 2l1lso important to note that what 1s there
implicitly, without words, is not equi’alent to what
finall& energes, In the process of writing, we begin wich
what 15 inchoate and end with Eomething that is tangible.
In order %o do so, we hoth discover and construct what we
mean. Yet the term "discovery'" ought no; lead us to think
that meaning exists fully fogmed_inside of us and tha; all
we need do is dig deep enouzh to release it. In wifiting,
meaning cannot be discovered the way we discover an object
on an archeological dig. In writing,-meanihg is constrgc-
ted. It involves us in a.process of coming-into-being.
Once ée have worked at shaping, thOugh language, what 1is
there/ inchoately, we can lori: at what we have written to
see if it adequately captures what we intended. Often at

this moment discovery occurs. We see something new in our

¢

writing that comes upon us .as a surprise. ~ Ve see in our

words a further structuring of the sense we began with and

o

weé recognize that in those words we have discovered some-

thing new about ourselves and our topic. Thus ‘when we are

successiul at this process, we end up with a product that

teaches us something, that clarifies what we know {or what
we knew at one point only imnlicitly), and that lifts out
or explicates or enlarges our experience., This is the way
writing leads to discovery.

All the writers I have observed, skilled and unskilled

- ! 4
alike, appear to engzage in the process I call retrospective
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structuring. Yet che degree to which they do so varies and

seemns, in fact, to depend upon the model of the writing

' process that they have internalized. Those who realize

that writing can be a recursive process have an easier
time with waiting, looking, and discovering. Those who
subscribe to the linear model find themselv' s easily
frustrated vhen what they write does not immediately
correspond to what they planned or when what they produce
leaves them with little sense of accomplishment, Since
they have relied on a formulaic approach, they often
produce writing that is formulaic as well, therepy cutting
themselves off from the possibility of discovering some-
thing new.

It is in this context that we can appreciate Vern’s
insight concerning his writing process: he quickly cuts
himself off from the "sense that underlies writing." In
the session described in Chapter 1V, Vern enters the
writing process openly, in a irame c¢f mind in which he
"waits" to see what will come. However, once he ‘decides on
a direction, he becomes locxked into it. He does’ not allow
a compelling idea (which emerges during the draftinz of
sentence 2) to enter his writing nor does he revise his
original plan in light of tnis new idea. 4lthough he knows
to recite the principle that writing cun be a process of
discovery, in practice he does not allow suchk discoveries to

>

inform his work. Year tie end of the composing tape, we

36
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see evidence of his dissatisfaction with the process both
in his negative assessments and in his uneasiness about
ending. I+ is possible to view this dissatisfaction not
so much as a result of his not producing 'correct and
coherent" prose (for clearly he does that) but more as a
result of his feeling little sense of accomplishment with
the formuiaic piece of writing he has produced,

Such & result seems linked to apnother feature of the-

composing process, to what I c¢all projective structuring,

or the ability to craft what one intends to say so that it
is intelligible to others.

A npumber of concerns arise in regard to projective
structuring; I will mention only a few that have been
raised for me as I have watched different writers at
work.

1. Although projective structuring is only one
important part of the comnosing process, many writers act
as if it were the whole process. These writers focus on
what they think others want them to write rdther than
looking to see what it is they want to write. Like Vern,
they often ignore their felt sense and the ideas that
emerze from it, and as a result they dc¢ not ecstablish a
living connection hetween themselves and their topic.

2, Many writers reduce projective structuring to &
series of rules or criteria for evaluating finished dis-

course. These writers ask, "i{s what I'm writing corrset?”
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and '"Does it conform to the rules I've been taught?" VYhile
these concerns are important, they often overshadow gall
others and lock the writer in the position of writing
solely or primarily for the approval of readers,

Projective structuring, as I see it, iavolves much
more than polishing one's writing for a strict audience and
maintaining a narrow focus on correctness. It ig true that
to handle this part of the process well, writers need to
know certain grammatical rules and evaluative criteria, but
they also need to know how to call up a sense of their
reader's needs and expectations.

For projective structuring to function fully, writers
need %B draw on their capacity to move away from their own
words, to decenter from the page, and to project themselves
into the role of the readers. In other words, projective
structuring asks writers to attempt to become readers and
to imagine what someone other than themselves will need
vefore the writer's particular piece of writing can become
intelligible and compelling. To do so, writers' must have
the experience of heing readers. They cannot c¢all up a
sepse o0f a reader unless ‘hey themselves have exper-
ienced what it means to be lost in a piece of writing
or to be excited by it. %hen writers do not have su~th
experiences, it 1is easy for them to accept that readers

rerely recguire correctness.
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In the theory I am proposing, retrospective and
projective structuring refer to two parts of a basic
composing orocess. Together they form the alternating
mental postures writers seem to assume as they move through
the act of composing. “he former relies on the ability
to go 1nside, to attend to what is there, from that attend-
ing to place words upon a page, and then to assess if
those words adequately capture one's meaning. The latter
relies on the ability tc assess how the words on that page
will affect someone other than the writer, tne reader. It
appears that we rarely do one without the other entering
in; in fact, again in these postures we can see the shutt-
ling back-and-forich movements of the composing process, the
move from sense to woids and from words to sense, from .
inner experience to outer judgment and from Jjudgmen:t back
to experience.

These notions have rich implications for teac¢hing.
They suggest that we can work not only Nﬁth what writers
say or write but also with the specific things fﬁey do when
writing. The direction is toward a pedagogy that takes the
writer's experiencing into account, a direction I have
begun to explore elsewhere (Perl and Egendorf, 1979) and
that parallels recent work by others in the field (Emig,
1981; Moffett, 1931; lurray, 1980).

The point, however, is not simply to present Ll¥o new

theoretical constructs. Yhile these notions have belped
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me refine ny understanding and teaching of writing, in-

volvement in research has taught me that there are many
other ways to formulate what writers do. What 1is impor-
tant here is the demonstration that careful scrutiny of
writers at work can lead us to generate useful theoretical
constructs. Often in research the tendency is to test
hypotheses suggested by a favorite theory. Ia contrast,
the approacin outlined here provides a way to place the
writers' experiences first and to generate theory from
"intimate contact with particular cases.” This allows the
teachar or researcier to approach the data as openly as
possible, waiting to see what dire.ctions or patterns they
suggest. By proceeding in this way, we remain involved in
a creative process ourselves, discovering what writers do.
W¥e also conduct our research on the model of our best

teaching in waich writers remain tne central focus,
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