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1. Getting Started

Listing and Classifying: Purposes and p resuppog;
is a composition: it presentg it .
mation in simple form. A list names the contents or it Hasnlnfor*
members of a series. The table of c?ntent.s M a cookbool, ae? the
on a paint can; a line-up of ballplayers; a program o), 4be
that the pianist will play first the Haydn Ej Majg, Soﬁ
(Hoboken 52) and then the Mozart Bp Major Sonata, K. 5?‘@,
These are all lists whose function is to tell us what's in Somo:
thing or what comes before what _ &
Such lists don’t make very good readlngj; only compuylgjy,
readers study the breakfast Fereal box. Most hsts.are not mGani
to entertain us, but only to inform. HPWGVGI', a list ean becomg
an expressive composition if the form it takes is predomingny 1t
we sense rhythm and balance, an opening c_)ut and g gathering
in, then we have no mere catalog. The difference betweep ,
paint can label and Leporello’s list of Don Giovanni’s conquestg:
between a stock clerk reading the shelves and a child’s COunting,
game; between a chronicle of “begats” _and a creed; between g
recipe for fish chowder and a litany, is the predominance ¢f
form—the balance, order, rhythm that gives us the sense of 5

ti0n8
A list of names

lively whole. .
The only use most of us have for a formal list is to help us

remember certain items by memorizing their names. Medical
students pass on to those who come after them dozens of dirty
rhymes whose sound patterns lighten the task of learning, say,
the vessels and tissues of the wrist cross section in the proper
sequence. In mnemonic devices (Mnemosyne is the mother of the
Muses and goddess of Memory), the role of rhythm and pattern
is to fix the names in mind. The form of the list may please us,
but that is not its chief purpose. Other kinds of formal lists
might help us remember, but their chief function would be to
make us feel part of a ceremony, to lift us out of our private
selves, and give us a sense of being a member of a community.
To see how a writer goes about creating a form by means
of which he can assemble various items is to learn something
very important about composing. Lists are composed; they don’t
just happen.
teentlsajilgflton,s The Compleat- Angler, written in the seVeI;
about, fishing B;,mcioncer?s everything you ever wanted to kno
aren’t afraid to ask your old friend Piscato”

TING : l
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man). Walton’s book is about the sport of '

2 meditation on Man and the rest of Creai;%:jnfﬂ El}i:

peauties of the Earth, the fa.ct of mort_ality and the promise of

cternal life- Walton can g0 with no strain from a short discourse

on the soul to a recipe for.carlc_) (stuffed with oranges and an-
tter). He writes in dialogue form, one of the oldest

(Fisher
it’s also

chovy bu . ; : ;
forms in which philosophy ean be written; it’s an inner dialogue
peing brought out into the open. The novice fisherman, who

gets hooKs caught in his th}lmb and can’t tell a pike from a
pickerel, asks leading questions which Piscator then answers
with directions and explanations—and recipes. A great deal of
information has to be set down, but in a pleasing form. The
modern procedure would be to publish the anecdotes in one vol-
ume and the “how-to’s” in another, but The Compleat Angler
was written to provide both instruction and delight and to show
now they are related. Here is Piscator’s catalog of trout flies:

And now, good Master, proceed to your promised direction
for making and ordering my Artificial Fly.

Pi1sc. My honest Scholar, I will do it, for it is a debt due
unto you by my promise. And because you shall not think
yourself more engaged to me than indeed you really are, I
will freely give you such directions as were lately given to
me by an ingenious Brother of the Angle, an honest man,
and a most excellent fly-fisher.

You are to note, that there are twelve kinds of artificial-
made Flies to angle with upon the top of the water. Note
by the way, that the fittest season of using these is a bluster-
ing, windy day, when the waters are so troubled that the
natural fly cannot be seen, or rest upon them. The first is the
Dun-fly, in March: the body is made of dun wool, the wings
of the partridge’s feathers. The second is another Dun-fly:
the body of black wool, and the wings made of the black
drake’s feathers, and of the feathers under his tail. The third
is the Stone-fly, in April: the body is made of black wool,
made yellow under the wings, and under the tail, and so
made with wings of the drake. The fourth is the Ruddy-fly,
in the beginning of May: the body made of red wool wrapt
about with black silk, and the feathers are the wings of the
drake; with the feathers of a red capon also, which hang
dangling on his sides next to the tail. The fifth is the yellow
or greenish fly, in May likewise: the body made of yellow
wool, and the wings made of the red cock’s hackle or tail.
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Wednesdaey 14

Bot lamp & fluid & can 370
Pair of shirts silk 400 Baskett 50
figs 10 cents Patent leather 95 cents
Ink of Ratory 50 cents Hood & flannel
for Baby 245 corn of Straton 25

at home Gerry is off at some

fooll affair at Mikes

went to see Hibrid Woman monkey 25
Thursday 15

off to Moores to swap

otter for corn

Friday 16

Bot Davis Pain Killer 25 ;
got the suryinge mended 25 |
corn at Dubuque took a small

load of curly sugar maple wood ADA

got Dubuque staid at Neebys
Aniversary of the Mark degree for Wm I A

Saturday 17
got mares shod 135 cents

Bot shose for Susan 140

Paid Stants & co for lumber 1080
Coffee Paid 200 Bot of Brecht
10 gal Molasses 950 & 50 lbs

of sugar 600 dollars did not pay

got home froze Nose a little

Wednesday 21

helpd to bury G Duglass
Bot nails to fix roost
for hens & pend them’

(Note: Some of the terms are obscure, others are illegible.
ADA stands for Andrew D. Anderson, William L.’s brother.
The “dutch gal” refers to a German servant; he found one
eventually to whom he paid $24.20 for working from April
6 to September 25. The “degree” mentioned is a Masonic

honor.)
Studying how lists are draw

_Ciples by which they are organize
important things about the composing process.

n up and considering the prin-
d can teach a writer some very
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W Make up Yocey

’ ag ;
keep it on hand for use during the discugg lst

lon tq o 804

fo]IOW
' re highly personal compaci:
ocery lists are DOSition
ftenGI‘:Vritten in a kind of shorthand, a coge that . Lhey
p t that could cause confusion. A_25-year study o e eg tilne
bgandoned in shopping carts convinces me th ery |
a

at few ist y
out a list which anybody else could safely yge. Peoplq g,

i 9

. did you get this flour? |
. ’%‘Vfg said to get flour. That’s what the Jigt
« I didn’t say Pillsbl_lry’s.
. 1 got flour; you said flour.
- Don’t you know I always get Gluten Beauty?
« The list said flour. .
« Well, I didn’t mean just any flour.
« You didn’t say that.

Etec.

Said.

I've found that the composition students w
most efficient grocery lists are householders.
shopper knows how to save time not only in mg
also in using it. Efficient lists are often schemati
the area in the store where certain items are to
some lists could serve as floor plans. (Scheme o
from the Greek word for shape or plan. Note
are both nouns and verbs.)

ho draw up the
An eXperienceq
king the Jigt but
zed according ¢,
be found; indeeq,
' schema deriyeg
that these wopgg

lemon p. chips Thuringer

P.E.I gerkhing

B. lettuce kidney beans hamburger

leeks coffee 0]

tom sugar milk

red onions spaghetti Monterey J
marinarg

bie crusts bread

Ital gr b
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-
Delicatessen
Fruits and
Vegetables Groceries
anned
‘;oodes Meat |Poultry
packaged &
| prepared

food
oods Dairy

Baked Goods

Frozen

Foods Checkout Counters

Entrance
H H O

The schematized list/map represents the order in which the
merchandise is displayed. And, of course, that order is deter-
mined by various requirements and needs, physical and psycho-
logical: food that must be refrigerated will generally be along
the walls since this is where the pipes and electrical lines are;
advertising specials will be placed at various eye-catching points,
ete. The merchant/architect/planner organizes the store with
various purposes in mind, just as you organize a list with pur-
poses in mind. We find something more easily if we know what
we’re looking for; both the list and the layout of the store are
meant to facilitate that. You can see how this works if you con-
sider how the order of various names on the list offers clues for
decoding certain items that are not intelligible by themselves:
lemon, leeks, red onions help us make sense out of tom (foma-
toes); P.E.I. is harder, but if you find yourself among the leeks
and tomatoes you might catch sight of a bag of potatoes from

Prince Edward Island.

Qv Using the floor plan as a
guide, decode the other mysteries in our list.

Each of the groups of items is a class: when you compose a
list, you are classifying. A parsnip is a parsnip is a parsnip, but
it is also a vegetable. Classifying is renaming so that one item
can be grouped with others of the same kind. Vegetable is a
class name given to certain edible plants. A parsnip has char-
a.cteristics in common with carrots and potatoes and all “such
like” that grow not on vines but underground (I've heard a
Parsnip called a “honky carrot”); they form a subclass called
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5
ts and potatoes
5. When carro are groy
rqot vegst‘ézl% gt with pears and raspberries ang I;;d op)
with leii1 uas members of a Iarlgedr ;la}sls, fruits angq vlzi]es the;'
are seer be included, the mo Jelqy
; that can ’ re gener le
The more kinds al the Clas;
P of ¢ enerality Class-name
merchandise, grm
general produce
—-—-‘—’-_"_'___-_ . o —
fruits and vegetableg
specific vegetables
root vegetables
R - -
parsnips
particular “this parsnip”

e

st, one word suggests another; one nap,
joins another and another until you h:ave a class that you they
name: you rename the names. A class is a form that finds formg
__not only members that belong to that class but other classes
as well. One thing leads to another, we say; one thing makes
you think of another; one class finds another class, not just other
members. “Produce” finds not only pears and raspberries, egg-
plant and acorn squash, but “meat’” and “dairy.”

The names you choose for your classes will depend on the
context of situation. When you look for parsnips in the produce
department, that name is appropriate to the situation: you are
buying an item that the grocer finds convenient to keep with
other fresh products that need to be kept cool and ventilated
and sometimes watered. The names listed on a menu, on the
other hand, would be entirely different. You would write salad,
not produce; creamed parsnips, not root wvegetables; radishes,
not fruits and vegetables.

Kt isTil}Taxi‘:e?ts%nl‘Why a menu does not make a very gqod shopping
that 1t belongs to a different context of situation. Suppose
that you shop with a menu as your guide: if the menu reads
Hamburger,” you first have to translate that shorthand to “di!
pickles, catsup, sliced tomat e e d. ham-
burger rolls-_;;nd i e <, sliced onions, mustard, o
terms that are releV;:t: tu il Then you have_ b dlsre%im-
Inating any items 0 cooking and preparation only, ed i

you already have or adding quantities neec®

In any kind of Ii

BT S o T el S T N TR ST i z
- S ey O L NP ST, S B WA e s s o . "
el T P S L S BN L U TP R e it T -
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Q@ Translate the names of
these menu items into names appropriate for a shop-
ping list:

Green Salad
Lasagna
Ice Cream
Coftee

Vou can see that the menu determines the shopping list, but
shopping can in turn determine the menu. If the menu calls
tor hamburgers and you discover when you get to the meat
counter that the ground beef is sold out and that steak is $2.99
a pound, that situation could force revision of the menu and,
hence, of the shopping list.

e How can you use the situa-
tion (the hamburgerless meat department), the sche-
matized list, and the need for a revised menu to help
you save the picnie?

Q> For what context of situa-
tion would such class names as protein, minerals, car-
bohydrates, etc., be appropriate?

A list is a composition even though it is composed with
just words, not sentences and paragraphs. The listmaker knows
the relationships that those words stand for, the groups and
classes and sequences that the list indicates in a succinet and
economical way. Each item of a list could be expanded to a
sentence. ‘“Rice, carrots, green peppers, tea” could be developed
in this way: “If there are going to be 20 people for supper
and I have only $10.00 for groceries and if the cupboard is bare,
which it seems to be, I’d better get out the regimental rice cooker
and make vegetable curry; tea would be the thing to go with
the curry and since I have only a little leftover Lapsang Sou-
chong, I'd better get a quarter pound of spiced Indian: that’ll
fill them up.”

You can also think of the items of a list as a set of answers
to certain questions. When you draw up a list, you are addressing
yourself to certain needs that can be stated as questions. Thus,
baking soda on a grocery list is an answer to these questions:
“Do T need baking soda? Does that cake recipe call for baking
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ar and paking soda? Is there l
» when I used a lot on bee :tlilggba;l:ing " _
soda on the grocery list does Not answer questiois; . bzklgft
raised in the context of SItgat1on, Wth:h is shoppin that are g
and housebold supplies- It is not, for instance, ap ag for 1 c}?"t
.« the common household product Whnswer &y
HCOs 77 A8 hO%J Per W‘()iUIdbh?Ve to be able 1?08 ?ic ﬁemieal
; from washing soda, bu he wouldn’ Heren.
ate bak ngf)lrmulae to do so. dn’t have ¢, k o
t answers only certain questions, not g
que sible purposes it may serve, Ifawep?lssible
take into accoun , we would be .fated to dray ad t,
endless list and we might never get anything done bQCauup an
e ever g¢ ist ready.- (F or some compulsive listsie We
posers, this is precisely the pm:nt: lists substitute for aet; ocorn.
need is not part of the context Ofnssi.t)

You need to eat, but that )
lists are composed; it is a presuppog;
Si-

uation in which grocery
tion, an assumption that does not have to be proved or -

or deliberately considered.

powder or vineg
from last summe

Q> “What do I need to stay
alive?” is not normally a useful beginning for compos-
ing a shopping list, but what are some extraordinary
circumstances in which that question would indeed de-
termine the menu? Describe them.

lly take for granted in making a list

to determine the presuppositions of
list and his analysis of

Just how much we usua

can be discovered if you try
the list-maker. Here is Leon’s grocery

the presuppositions:

milk—2v5 gals juice—1 can fr grape

bread—2 loaves cookies—1 pkg.
eggs—1 doz apples—1 bag
ls)teak—ll/z Ib N.Y. sirloin cake—1 frozen
Zcon-t—lil 1b . chips—1 large bag
fel?;u , y;ter——l sm jar canned ravioli—1 call
e J r
. potato salad—1 1b tub
z?lltatrélrl_—:ll/z] blb Genoa cole slaw—3% o tub
2 diff TV di tuna—1 small can
inners—frozen mayonnaise—1 sm Ja¥

cereal—1 box celery—1 pkg
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In composing the grocery list, cert
presuppositions were made. That is,
taken for granted. Among these are:

aln presumptions op
several things were

that I will be living

that I will go shopping to purchase these items

that I will want or need these items

that I will not be shopping for another week after this tr
that I am the only one who will be eating the foods liste]
that I can pay for these purchases

that I will eat three meals per day, plus snacks

that the amounts purchased are sufficient for my intentions
that the items listed are available

The presuppositions of a list can be obscure or fairly self-

evident. Here, of course, the analyst is the list-maker, so he has
more to go on than the list itself in reconstructing the context
of situation, but you can sometimes tell just from the list what
sort of person the list-maker is. You don’t have to be a Sherlock
Holmes to read the items of a list as clues to the character of
the list-maker and the circumstances in which he or she lives.

& Using your powers of de-
tection, write a characterization of this list-maker.

Shop for supper (scrapple, syrup)

Ask for scraps for Wicked Willie

Renew subsc to The Friendly Agitator

Write letters about the bombing

3:80 silent vigil, P.O.

5:00 Chiropractor (phone Marilyn about ride)
Start green afghan for Dan

Qv Make out a list of planned
activities for the day so that a reader could fairly de-
duce three things about the list-maker.

Q» What are William L Ander-
son’s presuppositions? (See pages 53-55.)

Y Louise has argued that lists
are “WASP” doings, and that the chief thing one can
learn about a list-maker is that he or she does not feel
powerless and is probably not powerless. Could you
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ing this assertion? Does list-may
ciousness-raising groups? Whng
?

IJW een Ina](in 1. } .
g IStS and bei]

n cons
difference be

e IIStS?
o What are the DreSuppog;.

. qnemonic 1ist?

5, Race and Vine
¢ H(;alfnut Spruce and Pine.

Write out the directiong for
blic transportatio

. ce by car or PU 100, Ag.
g'a.ettl?ﬂtr‘:’;1 zgﬁf iiast will be used by someone who is famj]_
sume

. 3 1 3
jar with Ftlzeo?:’;ethe directions for the same trip assuy.
.The?hg e list will be used by someone from out of
ing

state. _
Compare the IISt

tify in list No- 4

meaning 1is mediation; another is purpeg,
To ask what a list means is to ?,sk what it says and Wh-at it is for,
what purposes it serves. A list can be used to remind you of
what’s to be done or to record what has been done. When yoy
check off a list, it’s like making ar._mother list. The composing
process involves this kind of comparison between intention ang
achievement, between purposes that have been fulfilled and those

that are still unrealized.

g: what presuppositions can you iden-

One meaning of

Q> Suppose that you are the
chief organizer of a public meeting. You have four com-
mittees reporting to you. What are they? Compose the
lists they submit to you. Then compose the master list
that will guide your organizing efforts.

A Analyze your list. Here is a
checklist for the purpose:

order
schematization
classes

purposes and needs
bresuppositions

Would anyone els

or why not? ¢ be able to use your master list? Why

)




Naming and Defining : Chaos and Dialectic

Listing is the composing process in a nutshel, :
Jist may be 2 s.lmple act, something we do rather t}?ggﬁ?égﬁy"’f
nevertheless, Vu.rtually every aspect.of composing ig representeé
ip listing: naming, grouping, classifying, sequencing, ordering
Levising: Each of these operations can involve the other, which is
why it’s SO difficult to talk about composition: everything leads
to everything else. A good course in composition could be entitled
«wRelated Everything.” Th_e term we are using for the interde-
pendence of all the operations involved in composing is dialectic.
Your job as a composer 1s to guide the dialectic. If you can re-
member that composing begins with naming, which is a kind of
defining, and ends with definition, which is a kind of naming
yowll have a slogan that can help you keep the dialectic lively. ,

D Step 1. Write down at least
20 words at random in response to this figure. In your
inner dialogue, you can ask, “What do I see?’ and
“What does this figure make me think of?’ Take 5

minutes.
Step 2. Across from each noun, set down a verb appro-

priate to the figure; e.g., tree . .. grows.

Step 8. Choose one of your words and see if any of the
other words cluster around it. What context of situation
is being developed that allows this clustering to hap-
pen?

Step 4. What is the most general name (other than
“thing”), the one which could include other names, the
way “produce” includes parsnips, pears, lettuce, apples,
ete.? If there is no such word in your chaos, can you

Fig. 1.
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combining two or three
develff?l’ On; bgu add a new one? Words from %o
chaos* oose tWo words frqm the chaos of y, Uy
Step farth st apart and .WI'lte one sentence Egmes tha
m - h appear: Does this sentence create 5 o n whe
E is it nonsense?
n(Jan you form two—and only two—claq
es? (The names needn’t pe

step > all your nam s:s that
y How would you rename these sets? Quajly

” d. - *
dlstri,?utgsing ny of your original chaos and ap
Step /- epera te d as you grm:lped and sorted, Write
. which you consider the figure.

Ontext Of

Y new
a fey

you’re c?mposing Means gg:
They don’t come out of the air: you generate th: n?]}g
names. o pictures; images, objects, questions, answers, g i
hat you se€ and read and hear and feel. TheSe’nasf:;

X for a writer: they provide ch
 Je the essential SOUTCE = chaos,
prOVIlHere . a good description of chaos from Mary Shelley, t

ankenstein, who explains i.n an introduction to g J5
2311:2311; ?)ff tha st where it came from. tey

¢ famous tale ju
Everything mu
must be linked

st have a beginning . . . and that beginning
to something that went before. The Hindyg
give the world an elephant to support it, but they make the
elephant stand upon & tortoise. Invention, it must be hum-
bly admitted, does not consist in creating out of void, but
out of chaos; the materials must, in the first place, be af-
forded*: it can give form to dark, shapeless substances but
cannot bring into being the substance itself. In all matters
of discovery and invention, even of those that appertain to
the imagination, we are continually reminded of the story of
Columbus and his egg.T Invention consists in the capacity of

R

L ”
Afforded” means “on hand”; the materials must be “there.”

Tic‘;wxf:s gohlllmbus’ friends taunted him, saying that discovering Amer
asked th eally easy since one only had to point west and keep going, he
em to stand an egg on end. They tried but failed. Then Co-

urally Bis

1
umbus took the egg, flattened one end and stood it up. Nat

friend

ends protested that they had thought the egg could not be damage™ §
d not 1 B

Sible to

His frien
fact exist(.isBﬁ?dthass‘ilmed for the egg problem limits which di
point west and k:y ad al?"_ assumed that it would not be pos
only after Columlfp on sailing. This feat of navigation seemeé

us had shown that their assumptions were 11;‘;‘;37?'

inary.” [Edw
Pp. 85-89.] ard de Bono, The [se of Lateral Thinking (London,

AT UBIE 20 oAk 8% ihe, ] S
ey e : 3
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seizing on the capab@lities of a subject )
of moulding and fashioning ideas SUggestearjngo 1111;1 the power

The chaos that invention—both cpj
needs 18 generated by naming. Namin & i

omposition: a writer needs to develop the : _
f;haos as a way of gettmg the composing prolig;tsgrf:;e;atmg
Biblical account of Creation, the Lord God gives Adam th ndthe
(honor? pleasure? right?) to name the beasts; it’s a “?a ut¥
saying that language and creation enter the world at the ss;nffe
time.

e e o il aein
g few na ne” and startlng to “write it up”’
pefore you have done any real exploring. If you commit yourself
to one scheme, one definite plan, then anything unexpected can
only cause trouble. “Staying on the track” becomes a virtue in
itself, despite the fact that that track might be leading into a
swamp of the self-evident. But, of course, the aim of composing
is not to tolerate chaos for its own sake but to learn to put up
with it while you discover ways of emerging. That can be less
difficult than generating chaos in the first place because, for one
thing, the mind doesn’t like chaos; ordering is its natural activity.
A method of composing should help you take advantage of that
fact.

You can think of ordering as a dialectic of chaos and form.
Explanations of how compositions get made—whether they are
of clay or marble, words or gestures, tones or lines—try to ac-
count for the origins and beginnings by finding some way of
representing that dialectic. Here is one artist’s comment:

tical ang creative—
8 the Primary act of

I begin logically with chaos; it is the most natural start. In
so doing, I feel at rest because 1 may, at first, be chaos my-
self. This is the maternal hand. . . . [Later] I give myself a
conscious jolt and squeeze my way into the narrow confines
of linear representation. Then everything goes quite well, for
I have trained hard and thoroughly in that field. It’s con-
venient to have the right to be chaos to start with.

Paul Klee is explaining that once he hag a chaos, he can then
deliberately choose to “squeeze [his] way into the narrow con-

fines of linear representation.” Translated into more general

terms, Klee’s description lets us see that a chaos both affords the
materials and encourages the ordering process. Klee knew that he
needed those “confines,” but he also knew that by themselves,
without chaos, they were powerless. No composer can choose umn-
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66 F
f the alternatives,
til he has a se‘fzf:;gnesn Klee Speaks O?n:l)r:;]:fy are
limits. Tl;OS:e ~sential to creation. The best folf;d fo
limits tha'rfcliple of composition is Allen Tate’s def;
of this prlh i willing to come under the bondage
them.”
find order a chaos of names are the sapq
e of the world: we see and knoy iis thogg by
o time, and causality._Th(;a, philosopher Kant calleq ¢ }?rms of
Epac ? vios of snderstanding. If you check through theese the
categ 308, ¥ ou’ll find that every one of them nameSVFig Worgg
" form OF 2 temporal form or as something thay as g
Spa’t@ah. . s lf an eﬁect. The Spatlal fOrm of Fi ca%?e.g
something it occupies space. What kingd of & 14

.. it has a shape; . ‘ : .
?E:&?usép;nds on who’s looking and wh?,t kind of Settiigatfl
figure is giver: The words you set down In your chaos probabl;

t shape like iree or river mouth, j
include names 10T that : it
LI;': q word like lightning, you can see that the spatia] f(iﬂg

-a] dimension. A picture or a drawing of lighy.

takes on a tempo :
ning records its shape, but it also captures a moment in the pg.
sage of time. You can represent a streak of lightning by means :

an arrangement of lines, but that pattern also stands for the mq.

ment in which the lightning flashed across the sky, the happen.

ing itself. Whether the spatial or temporal aspect of a figure is

emphasized depends on how you look at it, how you construe it.
Here is Irene’s comment on Fig. 1:

def
r g

h !
ulation m thi i

nition OfIakngw |

Of limjt,,. Po
S

which we Il

Assumi

ing ofm]ijg ' 3}6 moment, the tree-like qualities of this group-

grounded; it ’is ine point of convergence (the trunk) is not

then, this “down” a S_uSpel{ded state of imbalance. If incomplete
n” design might be more Apropos as:
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(Grandma Moses was asked how she painted. She answered
«Down. I paint the sky, then the trees, then the land.”) ’

The way you look at something creates a context, and once
o context is supposed, further particulars are suggested; that’s the
dialectic in operation. Matching verbs with nouns is a first step
towards tentatively setting up a context. Tree/grows suggests,
perhaps, other trees. You can set one tree next to another—and
another and another; the line of trees is being inspected by a
man (or is it a bear?) in a Scout hat with a chin strap; there’s a
little camp fire smoking in the foreground: pretty soon, you’ll

have a poster warning of forest fires.
Here are some assisted invitations to construe and construect.

e Add lines (all straight) that

convert these two lines to a sketch that represe.nts some-
thing you could name and that would be recognizable.

>/J\<

Qv What happens to the way

you see the figure above when you name & locatiorll(‘i?
How many events can you think of that this figure cou

represent ?
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Qv Whenever you watey,
0
e

thing happening, you are seeing/kn?wing in e
temporal, and/or causal terms. Consider how yoatlal
terpret the trajectory of a baseball; the flight
proad-winged hawk; the track of a spaceship.

e
U in.
of 4

> I once asked a poet if g
could name something that would not fit into the cqt e
gories of space, time, and/or causality and she saig a?_
most immediately, “My eyes.” Another poet might g, X
that eyes represent the interaction of all three. Write g
short paragraph (or poem) that gives form to one or the

other conviction.

Fig. 2,
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e The more things a figure
could represent, the more generalized it is, just as “pro-
uce” 1S 8 more general term than “fruits and vegeta-
blgs,” which is more general than “apples and carrots.”
gee if you can develop a term—a word or a phrase—
that is general enough to include Figs. 2, 3, and 4 and
specific enough to exclude Figs. 5 and 6. Is the term you
decide on the same as the one you identified in Step 4, p.
63-647
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If you look at a tree in winter, you S both the b
branches and the pattern they make. That pattern is what tII;e
tree has in common with anything else that has that shape an§
§tructure. The pattern is the figure the tree makes, and you geq
1t precisely because you see resemblances in _shape and outling
and structure between the bare tree and similar forms. Some.

times the pattern will be more emphatic than the object. If yo
plane and see the mouth of 5

look down from a high cliff or an air _
river, it may look like a triangle; from that perspective, the
design the river makes 18 more apparent than the particular de-

<. Indeed, the characteris.

tails of muderacks, marinas, and wave
L is called & delta, after the Greek letter

tic shape of a river mout
of that name: A. ) .
A bare tree might not look like 2 triangle because f:he linear
pattern of its branches ;s more apparent than the outline, but a
which tributaries, how-

bare tree does look like a river mouth in :
ever faint, are discernible. The bare t're'e and the river .mouth
both have a central clement with subsidiary elements going off

from it—branching oft. The class name that gaifhers th_ese exam-
ples and everything else that is organized 1n this way is branch-

ing systent.

HDWDWW? and Opposing:
Specification and S ubstantiation

The composing Process is a continuum: seeing and thinking
and writing are all ways of forming. We begin to make sense of

the world in the very act of perception. The process of selection
and differentiation is implicit in seeing; forming is dependent on
gseeing how one thing is like another, how it is different from

others. This same Process of re-cognition continues when Wwe
name in response to spatial and temporal forms. Selection and
differentiation——forming——is implicit in naming just as it is
in perceiving.

Most writing you will do in course work will not be in re-
sponse to things—objects, landscapes, figures, ete.—but to
ideas. Nevertheless, since you don’t become somebody else
when you sit down to write, it makes sense to claim that what
you do when you interpret an idea or a passage of writing 1s no
fundamentally different from what you do when you interpret
all object. Writing involves the same acts of mind as does max-
ing sense of the world: you construct the same way you construe.




