HDWDWW?2 and Opposing :
Specification and Substantiation

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
seeing how one thing is like another, how it 1s different from
others. This same process of re-cognition continues when we
name in response to spatial and temporal forms. Selection‘al{d
differentiation—forming—is implicit in naming just as it B
in perceiving. .

Most writing you will do in course work will not be 1n Tteo'
sponse to things—objects, landscapes, figures, etc.——butIe
ideas. Nevertheless, since you don’t become somebody ;:t
when you sit down to write, it makes sense to claim gﬁzti;vnot

you do when you interpret an idea or a passage of writ iterpret

fundamentally different from what you do Wh.e y yOud es MK
an object. Writing involves the same acts of mind 25 ’

ing sense of the world: you construct the same way you ¢

nstrue.
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en you figure out what you’re lookin at,

I?;?e, classify and rename: you do thegsamzoyh?na;:e a}rlld g
write. Thinking is a matter of seeing :Ic'e]ations,}li];)s__re]a"’"}éi en you
of parts to w.holes, of items in a sequence, of causes and Zlilfshlps
composition is a matter of seeing and naming relationshi ?tsxi
putting the relz'x,t}ons_hlps together, ordering them. ps o
generating a c €S and you bundle them as you iden
tify and rename the relationships among them. Ligting i th-
simplest way to bundle the parts, but when your e e
more complex than a list can serve, then you need to know oth2§
ways of bundling, other ways of organizing chaos. If you're

oing to explain, describe, define, narrate, argue, or promulge—
which is Walt Whitman’s word for promulgate—then you will
need to know just what and how much to say about what. A
method of composing should offer means of establishing context
| g0 that you can develop criteria for judging what specification is
| needed. Specifying is the way of classifying, of characterizing
| what goes in which group; as you specify, you give substance to
| the general. You can’t decide how to go about that by asking,
| «What do I mean?” That question must itself be converted to
| more specific questions.

The two most serviceable means of generating critical
questions that can help you order chaos are very simple and in-
finitely adaptable: one is asking, How does who do what and
why? which we will abbreviate from now on as HDWDWW? The
} other is drawing a line down the middle of the page in order to
' generate oppositions. Both are means of starting the process of
: naming and defining and of keeping it going.

! “How does who do what and why?” is the master critical
question because you can order a chaos by means of it. Answer-
ing HDWDWW ? will give you names for agent and action, man-
ner and purpose,; if names are not in your chaos for substantiat-
ing the terms of the question, then you will know that you need
to generate them. You can see how HDWDWW? works to guide
the process of ordering chaos if you consider the problem of ex-

plaining a snowshoe. If you had nothing to guide you but
“What is a snowshoe?’ you might have a hard time getting
HDWDWW?

S‘Earted, but generating a chaos and then asking Ty
gives the snowshoe a setting, makes it part of an .aCtW]ty o
thus helps you develop a context so you can substantiate, specify,

and define. Let’s try it.
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First, a little chaos, generated in responge to 8No

SNOW: wet, deep, pretty, cold, white, flufty
SHOE: foot, protection, Massachusetts, support, |,
slippers, warmth, protection » DOotg ang

SNOWSHOE: An old trapper
L. L. Bean
Old-fashioned rug beater
Bear paw
Rats gnaw rawhide
Lacquer
Leather straps
Sloan’s Liniment
Sport
Practical

WSHOE:

Note how space, time, and causality are represented: therfz
are words that derive from seeing the snowshoe in spatial terms‘.1
old-fashioned rug beater and bear paw give us shape. (DY
have other names for the shape?) There is a temporal (seas(;:na 0
term in the name itself. Several names in this chaos have (:;est
with what snowshoes cause (aching muscles); others Suillow
effects or what snowshoes bring about or make happenh(?: chaos
to happen (sport and practical). HDWDWW? orders .
by guiding us in asking these questions:
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WHO DO

1. How does the old trapper use snowshoes?
WHO

9. How does L. L. Bean, a manufacturer of sporting goods
DO

and hunting equipment, construct a snowshoe?

Naming an agent (a do-er) lets us transform DO to use and
construct. We can now ask questions about snowshoes as some-
thing used for something and as something made out of some-
thing—and we can then answer those questions.
USE
3. Why does the old trapper wear his snowshoes?

Whenever the snow is deep enough so that walking is diffi-
DO WHAT WHY

cult, the old trapper wears snowshoes that support him on
top of the snow.

4. How do snowshoes support the wearer?
HOW

By distributing the weight over a larger area than a regular
shoe would cover.

If you combine those two answers, you get this sentence:

Whenever the snow is deep enough so that walking is diffi-
cult, the old trapper wears snowshoes, which support him on
top of the snow by distributing his weight.

For the purposes of explanation, you don’t need the old trapper,
picturesque as he may be, so you can generalize:

Snowshoes are useful in deep snow, since they allow you to
walk without sinking by distributing your weight over a
larger area.

Snowshoes, which are like expanded shoe soles, enable the
wearer to walk on the surface of deep snow without sinking.

Your explanation can continue with descriptions you can develop
from a question about construction:

5. How are snowshoes made?
Snowshoes are made of rawhide strips woven into a network
in a frame.
Snowshoes are made by weaving rawhide strips in a diago-
nal pattern secured by a frame.
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Spowshoes are constructed of rawhide strips woy
diagonal, open-work pattern anchored to gp ©

They have leather straps so they can be tieg
boots, or shoes.

1 inty,
ObIOn g fram:‘

]

e Using HDWDWw 9 as youp
guice, write a paragraph on the subject of expr

; Y €Sswaysg
(superhighways). Proceed as we did in the case

of the
snowshoe:

1. Generate a chaos of names by considerin
temporal, and causal aspects of an e
from different points of view.

2. Using your chaos, adding to it when nece
substantiate—give substance to—the terms of
HDWDWW? Name the various who’s and what’s
and the actions; ete.

3. Make a statement explaining either agent, action
manner, or purpose. Decide how specific you Wan‘é
your terms (The old trapper or the sportsman-
hunter or the wearer? Parsnips or vegetables op
produce? Ash tree in winter or tree oy branching
system?).

4. Make other statements until you've substantiated

all the terms of HDWDWW ? Do you have a para-
graph?

€ spatia],
Xpressway

ssary,

Getting started on a composition requires knowing how and
when to be specific, deciding how general the names can or |
should be for the purpose and how particularized they might be. |
Your grocery list can be in code because you are the user and you |
can particularize or generalize to suit your needs and purposes |
But when you write for a larger audience (or even for yourself |
at another time), your composition will have to be on its oWh
S0 to speak, since you can’t staple yourself to the cover shfaet q;‘
the folder. You have to be sure that when particularization ;
called for, you will know how to get down to brass tacks &
that when the subject needs to be defined in “larger” terms ¥
Will know how to develop the appropriate generalizations. ¢ 70
o And who decides what 1s needed, what is approprll‘i‘zeel') the
cgfn th‘? composer does. Those decisions are what be Wrong:

POSIng process going. OFf course, your decisions can

] ) hat iS
the most diffieylt thing for any writer to realize 18 that W
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written on the page may nhot I:epresent what’s in his head. You
may have written 1n a code wﬂ:houj: being aware of it, without
properly translating. In conversation, you have feedback that
lets you know: “Huh?” “Whaddaya mean?”’ “How’s that?”
«what!?’ When you’re writing, what you have instead of audi-
ence feedback is your own inner dialogue, which you can train
yourself to hear critically.

That is not entirely different from what a journalist learns to
do. A reporter has to have a nose for news, but she must also de-
velop a sense of what needs to be said in order to make things
clear. When you write for a newspaper, you judge which names
are appropriate to your subject by keeping in mind the context
of situation: How much do your readers know already? How
much do they need to know ? Like all other writers, the journalist
has to learn to avoid, on the one hand, writing in a code that
doesn’t make sense without extensive interpretation and, on the
other hand, setting down in great detail what is self-evident.

By guiding you in defining other choices, a method of com-
posing can save you from setting down empty generalizations or
parading presuppositions dressed up as propositions. It does that
by helping you get the dialectic going, the naming and defining,
which provide the means by which you substantiate—give sub-
stance and content to—generalizations. Deciding how general
your statements should be at what point and which names are
appropriate for particularizing is at the heart of the composing
process and it can be a very interesting challenge if you can
develop some skill in listening in on the inner dialogue.

Knowing how to specify means knowing what’s relevant.
Deciding what’s relevant requires, in turn, having criteria by
which to judge what’s relevant. If you find yourself saying “I
know what I mean, but I just can’t put it into words,” it’s a sign
that you are trying to compose without the criteria for deciding
what's relevant. Of course, when you’re getting started in com-
posing, you can’t be sure about what is and what is not relevant
and you can’t be absolutely sure of the criteria—unless, of course,
you are writing a paper in which every step has already been
spelled out for you. In the snowshoe chaos, for instance, 1 set
down several words that came to mind in responding to “snow.”
For the purposes of explaining a snowshoe, I was not immediately
Sure what would be relevant, what I might need to say about
Snow, but when I came to thinking about when snowshoes
gould be used—the context of situation—it was clear that
pth was a relevant particular: How deep the snow is has
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ing to do with the funetion of snowshoeg, Th

zz::ﬁi'}g; gbecause “fluffy” reminded me that Somet?r;:shought

ks and thus led me to consider what kind of snow Wou] Show
pac . : uld
wearing snowshoes a feasible idea—or even a necessity. <y ake
and “pretty” were themselves completely irrelevant from 1te»
start, but they helped to generate “fluffy,” which iy turn | the
thinking about kinds of snow and thus to developing g COnteed to
situation. Such are the uses of chaos: It affords the materialxt of
thinking with. § for

Somebody from Maine or Minnesota would not have K54
go through all that hassle because images of DPeople We:  to
snowshoes would have guided her directly to the point, byt 1;1’11
never seen an actual snowshoe—only pictures in the L. 1, B ve
catalog. I therefore needed to generate a chaos in ordey ‘to =l
started on an explanation. Of course, you use whatever yo, gelt
ready know in getting started, but the point of having g metha d
of composing is to know what to do when you face the unfamilia(,)r

Naming generates chaos, which is ordered by a procesg 01;
renaming. HDWDWW? converts the snowshoe from g thing t,
an activity and thereby helps you decide what specifications gre
needed in explaining what snowshoes are for, The same thing
with “expressway” or any other term or idea, once yoy have g
chaos on hand: HDWDWW? guides you in naming the who
(agent), the what (action), the how (manner), and the why
(purpose) and in relating them to one another., The way out of
chaos is by means of making meaning, which is a matter of see-
ing relationships. HDWDWW ? helps identify what needs to be
related or what can be related.

The other means I am suggesting for finding relationships is
drawing a line down the middle of the page. This generates op-
positions, the term which throughout this book refers to relating
and relationships. Anything set over against something else is an
opposition: word/word; word/thing; thing/thing; member/
class; particular/general; name/context; ete. Oppositions are
forms that find forms; oppositions are means of making mea{:-
ings. In responding to Fig. 1 (the bare tree, etc.) you set vernS
over against nouns; one word over against those clustered al’;’l}ced
it; the most general term with the names it gathered. You 11;‘13 athe
the two names that seemed the farthest apart and e aflize
two meanings that seemed the farthest apart; a-n(_i you Orgéormed
the entire chaos in two sets. In all these activities, Yoztart this
oppositions. The line down the middle of the page carlllips and to
kind of ordering because it allows you to see relations
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Jevelop conte}.ct so you can specify and sqbstantiate. In compos-
g, opposing is the way you get from naming to defining.

Like every other aspect of the composing process, opposing
s on all the time. Seeing something with respect to, in terms
n relation to something else involves oppositions, the forms of

s. Here is a checklist you can use in the assisted in-

goe

of, 1
relatednes
yitations that follow.

A Checklist of the Forms of Relatedness

1.Is A the same as B?
9 Is A above, beyond, behind, next to, inside, ahead of, before,

ete. B?
3. Is A the cause of or the effect of B?

4. Is A a repetition of or a duplication of B?

5. Is A an example of, the same kind of thing as B?
6. Is A comparable in some respects to B?

7.1s A a part of B? Is A made up of B?

8. Is A derived from B?
9. Is A the opposite of (antithesis, antonym) B?

10. Does A complete B?
11. Does A depend on B?
12. Is A necessary to the function of B?

Q If A is a trout fly, how
many of these oppositions would be useful in describing
it? What Bs would you choose? Write out a few sen-

tences of description.

A Review your journal of ob-
servation: how many of these oppositions—forms of
relatedness—were prominent in your composing?

‘ Qv Generate a chaos of names
In response to the word/idea education. Which opposi-
tions are helpful in ordering the chaos?

, Q Using the Checklist as a
guide to your questioning, see if you can explain the re-
1_at10nship between the two items in each of the pairs
llsteg below. Write a sentence or two about each; you
can incorporate the italicized phrases in the Checklist.
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a. rubber stamp/ink pad f. ping oo
b. gun/bullet g. streamg /Pong
c¢. barn/house h. recognitiop,
d. oars/paddles i lnterpTEtatio ®mory
e. cellar/attic j. health /Sicknel:/w )
_ . Qv H:ere'-s an  assisteq ;...
tion to listen in on the classifying proe invig,_

€ss,
the paired words below, use the opposition t}) heach of
name the class to which both things op j deas o elp you

ties belong. Ask HDWDWW? to generate rhactivi_
names you need in order to compose a sentence :‘171 atevey

something about both names. Finally, check at sayg
tence over against the dictionary definitiong. your sep.
any terms in common? * are theyg
clarinet/trumpet chanting/dancing
harpsichord/piano oil drum/thermos bottje
men/mice Thanksgiving/ChriStmas
swimming/flying development/change
deserts/islands first violins/second violing
caves/mountains introduction/finale

> In the pairs below, the op-
position is between a particular thing, idea, or activity
and a class to which it could be assigned. Using this
opposition to provide a context, name another particu-
lar thing, idea, or activity and compose a sentence in
which you compare or contrast the given particular
and the new particular.

Charlie Chaplin/hero automobiles /technology

family/institution history/liberal education

The Great Depression/ technology/human
history achievement

Recapitulation
g should help you
to conclusions £00

e Yol
relationships: =~
mean; N

In getting started, a method of composin
keep things tentative so that you don’t come
quickly and thus lose the chance to explore
write from the start in order to discover what yoU



ey
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Lames begin to cluster, ’cha.os 1s being shape -1ngs. As soon ag
wind of classification; it’s like gathering fry
ol laying thgm out .together under a sign that SAYS “Droduce
it's like drawing a circle around certain items on g list thgf i‘)
indicating that they go together for some reason or othc’ar Theo y
reasons have to do with your purposes in composing. Fror-n narie
ing to defining by way of opposing—relating—is a good way 0%
thinking about the composing process, if you remember that
defining leads, dialectically, to further naming, further purpos-
ing. You let what you say discover what you mean.

You name and define when you make sense of the world,
and in composing you continually name and define, rename and
redefine. A method of composing should help you keep that dia-
lectic in progress. You take a general idea and bring it down to
earth with lots of naming—examples, comparisons, demonstra-
tions—just as you can convert a generalized figure—a design—
to a particular object by looking at it in a certain way, from a
certain perspective. And you take a highly particularized event,
object, statement, and find out how it is related to other in-
stances and examples. In fact, you can’t do one without the
other: composing always involves both generalizing and exem-
plifying; both classifying and specifying. Deciding on the degree
of generality is central to the composing process. The more details
you develop, the more particular the form becomes; jche fgwgr
the details, the more general. That tradeoff is the dialectic In
operation. It’s not something you decide ahead of time; these are
decisions you make in the course of writing.



