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™ Consid
cartoon ab'_:)ut the old man (or is 1,?: o SJul_es Feiffer's
What is his complaint? Would he havenlor Citizen?),
pathy? e Orwell's sym-

¥ In Zimb
use of the word “native” is considae?'::ie b;R&Odeglia)’
e black

people o be profoundly offensive; in th _
some “Indllins” now prefer to be c:alledle“lt*lJ 2‘(1:;:2 itn?te%
cans.” Look up “native” and discuss the ¢ = SMIRELES
its use. ambiguities of

> Read the following passa

by the young German writer Peter Handke. Consider hg'e
analysis of the class-name “poverty” and then do t];s
same sort of analysis, choosing two words that refer te
to the same situation or event but that name differen({):
concepts, €-8- barber/hair stylist; invasion/cross-bor-
der operation; juvenile delinquent/young hood. Ex-
plain how these words are used and by whom.

The word “poverty” was a fine, somehow noble word. It
evoked an image out of old schoolbooks: poor but clean.
Cleanliness made the poor socially acceptable. Social prog-
ress meant teaching people to be clean:; once the indigent
had been cleaned ubp, “poverty’’ became a title of honor.
Even in the eyes of the poor, the squalor of destitution ap-
plied only to the flthy riffraff of foreign countries.

«The tenant’s visiting card is his windowpane.” And so
the have-nots obediently bought soap with the money pro-
vided for that purpose by the progressive quthorities. As
paupers, they had shocked the official mind with repulsive,
but for that reasol palpable, images; NoOw, as a reclaimed
and cleansed ‘‘poorer class,” their life became so unimagin-
ably abstract that they could be forgotten. Squalid misery
can be described in concrete terms; poverty can only be in-
timated in symbols.

Peter Handke, A Sorrow Beyond Dreams

Details, Examples, Facts, Images

e In naming the classes that emerge a5 you form concepts,
choose one word rather than another—swamp rather than
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Jules Feiffer, © 1965-
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wetlands—and thus express your o
same way, the kinds of examples

details you develop, will also help t
to get across. Composition requires
er‘alization and part'icular'ization. Tpo many particular examples
without generalization will result in obscurity: nobody will be
sure of what you are talking about. On the other hand, too man

generalizations without examples of what you mean will make it
difficult for your readers or your audience to understand the
implications of or “to relate to” your view of the subject.

Suppose that you describe in very careful, highly particu-
larized detail one teacher or supervisor you have known. You
can list details of dress and manner, appearance and behavior;
you can set down examples of how this person sees the world
and so forth until we have a very clear picture—of one teacher
or supervisor. If you wanted to define a typical teacher, even in
so limited a context as your school, these details would stand in the
way of any generalizing your reader could attempt. To typify—
to provide a “profile”—you would have to choose details that
would be representative of more than just one teacher’s habits
and attitudes. Particularization and -classification—describing
the individual and characterizing the type—are both essential
to almost any kind of writing.

That will seem obvious to anyone lucky enough to have
avolded two directives that are great favorites with English
teachers—almost as sacred as, “What is the author trying to
say?’ They are the admonitions “Show, don’t tell!” and “Don’t
generalize!” Both are nonsensical. Showing—and there is no
More problematic term in the language *—is a way of telling.
W!’lat is generally meant by “Show, don’t tell” is something like
this: “Don’t go on and on writing statements that are all con-
ieptual; don’t depend on dictionary definitions; show your
“Eéii‘i:‘r t(ile ’:Xam}’ales from which you have generalized.f’ But
i« Som’e ti;)r? tell” does not make any of that clear and indeed
together © SSO n’rllceant to warn students away from concepts al-
geﬂeralis;e 011 gtel!;nerallze 18 equally absurd, since i.f you don’t
couldn’t ’ey u wi have to be contented with pointing. If you

generalize, you couldn’t think, since generalizing is

pinion of the facts,
you choose, the num

: ber of
0 determine what you want

a careful balancing of gen-

Rlchards li .
to put in vlizfﬁsr 1;:}?1;? a].om meanings as follows: “to look at (obsolete);
Signs of ; to PI"OVe, o Irfléaseen; to make see, to point out; to be, or give,

@ Page (Bost ke certain by argument ” See How to Read
o : s s & &

Word whoge “trl-licklig:?scsoré’ 1959), pp. 1839-141 for his analysis of this

andor jp certain situatio;:’;l,‘,’es from our own lack of competence and
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necessary to the forming of concepts. The point is th
to learn how to generalize critically, with an unge at yoy hy |
the role of supporting detail and the need for 5 bala:;standing Vg 1‘
fication and exemplification. Hidden in thesge mislea‘i;",() Clas;f |
tives—‘“‘Show, don’t tell” and “Don’t generalize”__j, tln ire(,:
that since concepts aren’t “real” (they don’t take up s y Notjy,
can’t be measured), they should be avoided by everyolljic
philosophers and crities, who are unaccountably attracfxeept
them. Collecting examples without generalizing Carefmfd 0
show what it is they exemplify characterizes the Writing Ofy
dents who have been taught that the “life” of writing g insgu‘
detail. But, of course, detail is meaningless unless it jg a “tellipgn
detail—and you can’t tell without having something to foy; "
In composing, you have to decide continually how My
detail you need in order to explain your argument, what kiz;d
of examples can best support your argument or what kind of
particular detail can tell your story. As you get more and more
general, you give up the freedom to dwell on the particulays.
the more your conceptual terms can gather, the less preciseh;
they will characterize any one instance. Conversely, the more
you concentrate on what’s “in front of you,” the less able you wilj
be to make those particular “particulars” representative, When
you're close to certain experiences, it’s hard to believe that any-
one else has ever been through anything quite like it; if you're
not involved in certain experiences, no matter how “dramatic”

they can seem commonplace.,

e« Describe an automobile ac-
cident from the following points of view (the same ac-
cident) :

« Victim or someone at fault
Relative of vietim or someone allegedly at fault

» Traffic policeman

Newspaper reporter
Statistician for insurance company

L ]

The way you compose is up tf) you, but the context
of situation should guide you in deciding whether to
“talk it out” or to “write it up,” angd thus to choose

the kind of detail you need.

Y Compose the specifieations
for a “Wanted” flyer of yourself, the kind that the FRT

posts in federal buildings.
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W In s :
the balance of particu]arizationh(;rrfdS;Zrles especially,
important because there is no space tongzahlzathn 1:5
vidual character through many incidents velop indi-
would be in a novel. Description, in the “claséiczi, t}k}iere
story, gives you a particular individual who is ai ort
o person who is not only himself/herself but reyllf':,
gentative of a kind of person. In the following descgip__
tions, see if you can give a name to the type represented
py the character. Then write your own description of
an individual person who could also represent the type.
vou can present the character in a certain setting, as
the first two selections, or you can have the character
If (himself), as in the third selection.

in
speak for herse

er’s thoughts ever since lunch-time had been
ith Gallaher, of Gallaher’s invitation and of
London where Gallaher lived. He was called
Little Chandler because, though he was but slightly under
the average stature, he gave the idea of being a little man.
His hands were white and small, his frame was fragile, his
voice was quiet and his manners were refined. He took the
greatest care of his fair silken hair and moustache and

used perfume discreetly on his handkerchief. The half-

moons of his nails were perfect and when he smiled you

ght a glimpse of a row of childish white teeth.

James Joyece, “A Little Cloud”

Little Chandl
of his meeting W
the great city of

cau

n the lake, for the dip or five-o’clock swim-
ming period in the afternoon, he stood against a tree with
his arms folded, jacked up one-legged, sitting on his heel,
as absolutely tolerant as an old fellow waiting for the store
to open, being held up by the wall. Waiting for the girls to
get out, he gazed upon some undisturbed part of the water.
He despised their predicaments, most of all their not being
a]ole to swim. Sometimes he would take aim and from his

right cheek shoot an imaginary gun at something far out,

where they never were. Then he resumed his pose. He had

been roped into this by his mother.

While they were i

Kudora Welty, “Moon Lake”

You would certainly be glad to meet me. I was the lady who

:gﬁlre(iiat?d yvouth. Yes, all that happy time, I was not like
e. It did not go by me like a flitting dream. Tuesdays and

e



Wednesdays was as gay as Saturday night

since? No sir, we’ve had as good timess'aHaVe, Suffeyg
gives: cars, renting in Jersey summers, TVStﬁhls coup
first came out, everything grand for the kitchene Im‘nute it
complaints worth troubling the manager about, gy .."

like a long hopeless homesickness my missing thoséuszoiﬁ .
days. To me, they’re like my own place that I haye gollli

away from forever, and I have lived all the time sipg
among great pleasures but in a foreign town. Well 0k

Farewell, certain years.
Grace Paley, “Distance”

In many different kinds of writing—not just ‘poh'ce reports
—the purpose is to establish that a state of affairs is thus.‘, gnd 80,
to show that such and such is the case. This kind of “frltmg 1‘:—
quires “on the spot” investigation, interviewing‘., various sgrii
of measurement such as polls and statistical Studlfﬂs; m f’hm; "]er
involves “getting the facts.” But as you know, if .Vout"i -
tried to report on controversial issues, “getting th-e fac lfat s
be impossible and even if you manage to establish W

facts of the case are, you still have to interpret i he question

At the heart of any controversial issue there is ;’eg of the
of what the facts “really” are. People on opposing Slt the facts
abortion issue, for instance, will never agree abo'ut e ted. The
are, much less about how they are to be interpre t-s will
doctor who defines viability on the basis of one set of fﬁc o
judge a fetus differently-—he may even call it a “baby — who
another who proceeds from different facts. The P ersol’ll cted
speaks of a “baby’ has judged the facts one way OF has selé o
one set of facts, disregarding another; the person who sp€ "
of “the products of conception” has made a different judgm em
by leaving out of account certain facts or by proceeding frOtS
different assumptions about their significance. Getting the fac
of the matter or of the case is not a skill like learning to us€ &
linoleum cutter, because a fact is not a thing. Writers, like doc-
tors, lawyers, housewives, and detectives, have to know how 0
“handle” the facts, but that doesn’t mean that facts are thing-¥:
“han'dling_the fact§” is a way of describing the process of seeing
relationships, making sense of experience and interpreting how
the world goes.

The word “faect” is not hard to define, but it is difficult to

explain what you mean by it when you use it. If ou ta
fact is “something known to be true,” you lalird rlfi;;ll':aZifg;a in
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hilOSOphical swamp, .since the meanings of known, to be, and
ap ape Bl problematic: knowledge, being, and truth are all
truee ts. and they can’t be explained with dictionary definitions,
conchri’st:)ry of ideas concerns changes in such concepts, includ-
frhethe concept of fact itself. What one era takes as fact is likely
ggbe what the next sees as highly questionable. Here is the art

historian Kenneth Clark commenting on this subject:

pilgrimages were undertaken in hope of heavenly rewards:
in fact they were often used by thé} Church as a penitence
or a spiritualized form of extradltlon: The point of a pil-
grimage was to look at relics. Here again we .hke to JE'atmnal-
ize in modern terms and compare the pllgrn.n Iookmg at a
large fragment of the True Cross in Constantinople with the
tourist cricking his neck in the Sist.ine. Chapel. But- this
is quite unhistorical. The medieval pllgrlm really believed
that by contemplating a reliquary containing the head or
even the fingers of a saint he would persuade that particu-
lar saint to intercede on his behalf with God. How can one
hope to share this belief which played so great a part in
medieval civilization ? Perhaps by visiting a famous place of
pilgrimage—the little town of Conques, dedicated to the
cult of St. Foy. She was a little girl who in late Roman times
refused to worship idols. She was obstinate in the face of
reasonable persuasion—a Christian Antigone; and so she
was martyred. Her relics began to work miracles, and in the
eleventh century one of them was so famous that it aroused
much jealousy and Bernard of Angers was sent to investi-
~ gate it and report to the Bishop of Chartres. It seemed that
a man had'had his eyes put out by a jealous priest. He had
Egi‘}’:::hiiz?oﬂgflew, a blind a.crobat. After a year he went
ot allil\?eo HSt. Eoy and his eyes were rest‘ored. The man
bt now they.hafi sald at first he suffered terrible headaches,
s diffieulty: W-li):assed anc? he could see perfectly. There
put oyt they ha;d ]; nesies saild that after his eyes had been
0Ve, others by 5 m:len ,akTen up to heaven, some said by a
OWever, the repor%ple' hat was the only point of doubt.
church v, built at ¢ o ?‘bl& a fine Romanesque
*astern-logkip s Or;ques, and in it was placed a strange
. fac: iSO cm;taln the relics of St. Foy. A
Was put o demperor. Holefr)eil:é'o?lli)csa?il:i }:);‘c()ld('an {nask Pf solhe
' death for pefygi at ﬂ}ls little girl, who

g to worship idols, should have
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been turned into one herself. Well, that’s the Medieyy) . .
They cared passionately about the truth, byt their o Ming
evidence differed from ours. From our point ¢ 8¢ of

; . . = f View Ilear]
all the relics in the world depend on unhistorjcg] assertiong

and yet they, as much as any factor, led to that mOVeInené
and diffusion of ideas from which western cj

vilizatiop de.
rives part of its momentum.

Kenneth Clark, Civilisatiy,

Sorting out questions of fact from concepts can be difficylt
because the principles by which the facts of a case are defineg
and recognized are themselves conceptual. What you take ag g
fact will depend on your experience, your memory, your own
power of reason—the capacity to figure out relationships—ag
well as on your willingness to accept the judgment of others. If
we never accepted the authority of tradition or science or wit-
nesses or the community whose principles we affirm as our own,
if we never took anyone else’s word for anything, we would spend
our days formulating and verifying such facts as that fire burns,
that the last bus does indeed leave at 9:03, and that it is unlaw-
ful to spit in the subway. On the other hand, uncritical ac-
ceptance of authority can lead to an abdication of personal re-
sponsibility, which is dangerous psychologically and politically.

All of us, especially bureaucrats, take advantage of uncriti-
cal attitudes about what is faet and what is a matter for con-
jecture. One of the chief things we do with language is to lie—
to try to convert factual matters to conceptual problems and to
make concepts and problematic terms seem matters of fact. Here
are examples of each tactic.

Making facts seem a matter of conjecture:
Reporter: Are we bombing Hanoi ?
Pentagon spokesman: No. Well—what do

; You mean
“Hanoi”?

1 tters of fact:
Making concepts seem ma :
Interviewer: But how could you be sure that
ists?
orters were Communists |
Blmem'can diplomat: Well, if they look like Communists,

¢t like Communists, and they smey ke Cep
9 th:ytﬁen they must be Communists, On

BOSCh’S sup-

munist

e matters of fact from conceptg j

S a good
mselves. Concepts aren

. wen't Objects;
to being by naming. yoy

1 isolat
Trying to 180
way to giscover the concepts the

they are ideas that you bring 1n

-
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«What concept would this fact support?” or you can ask,

ask, me facts that could fill out this concept?” Try it.

;:What are SO

Q2 Concerning each of the fol-
wing concepts, write out a statement of fact. As a
finition of fact, you can think of an aspect of
fairs or of a situation that you could point
ithout being readily disputed.

lo
working de
q state of a
to, measure, or name, w

. national security

. the right to life

. women’s liberation
. mass transportation
rehabilitation

®

Q> For each of the following

statements of fact, name two concepts towards a defini-
tion of which they might be relevant. In other words,
for which concepts could these statements be ‘““for in-

stances” ?

. Twenty dogs and cats per week were treated at
the Spay and Neuter Clinic in Boston in 1975.

+ The membership of the Glassworkers Union as of
July 1976 was 35,000.

« The composition of the five-cent coin continues to
be 75% copper, 25% nickel, while the one-cent
coins are 95% copper and 5% zine.

* Mean annual snowfall for Boston, Massachusetts,
basgd on records through 1972, is 42.8 inches.

* Retired and disabled workers and their families
apd_ survivors of deceased workers received 70.8
ll)élllon dollars in social security cash benefits in the

R months ending June 1976.

(rgngésfi?:ef determingd that nonpoint sources
account fop 50 (;rn} chemicals, mines, urban areas)

* The Gulf Tnt o of water pollution.

racoastal Waterway, 1,137 miles long,

eXtendS f
Can bordel;,)m Apalachee Bay, Florida, to the Mexi-

Qigeyg o terms Subjecti )
them, "2 the poleg of ?e and objective should be avoided in
- 1acts in composition, since depending on

€heo
Where uit,,ul:a‘ges us in the i t'
1 otion that faets are “out there”

4Ppenin
£ and that concepts are all ‘“relative,”
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verbal. Insofar as they are formy)

1, merely
ir;%l{'igr fgﬁgniamed’ written about, facts too are “yey ' 3teq

live in a world built by 1anguage; ther fliftilg(r)l geallty ” that caﬁ
be known or conceived without thehmeh 1;)1' (E{UI‘ Sense g,
the forms of thought and feeling the ur?ant Ind provigeg T
be “meaningful”’—bearers of meaning—facts must be geqp -

e )
context. related to other facts, seen as being In support of One
concepf: or another. We build up such relationships by megp 2

language, which is not a veil between us and some ultimate Yeal.

ity but our chief means of making meaning and thereby o,
O L a fact or an example can be brought to life j¢ i
is given a form that we can imagine, brmg to the mlx}d’s eye,
Such a form is called an imagye and though 1t generally is vigyg)
__a form that could be seen—an image can also be auditory
or kinetic. a form that brings to mind something heard or per.
ceived as"oeing in motion. Some kinds of poetry depend on
imagery for their very being, though other kinds may have little
or none. A poetic image pictures not just a particular thing; it
also re-presents a conception of that thing and the poet’s feelings
about it. But using imagery is not limited to poets; you ean
learn to realize a concept—to make it real-—by giving it a shape.
We say that an image embodies a concept; that’s an image of an
image. You can’t visualize freedom, but you can imagine some-
thing that can represent it.

An image must have a context in order to be meaningful,
just as a word or an object or anything else we respond to must
have a setting, and the meaning changes or shifts as the context
changes. An Afro-American storyteller who calls himself

Brother Blue accompanies his songs and taleg with the clinkine
and clanging of a chain meant to symbolize the - g

- - : con A
gle of his people for liberation. A chain in the da;;ll(ng g Strl;g
garage shelf is just a qhain; a tire chain Shtlses W'thorner of a
intent, which can be interpreted b 1th a certain

¥ an audience, becomes an

image. A tiny Chinese shoe that now belongs 1

thing if I consider it in.the context of my Child}(: me means one
brought back by a missionary who hag . 1?00'[: a souvenir
the heathen; a rather pretty little thing, like It out to convert
with a quilted sole and green and pink g :l ba‘py,s T
black tape; its place on the parlor taple, next ts trimmeqd with
from India. But if I look at the li’{:tle shoe ip, © the brasg bell
counts of the Chinese revolution, .lt has quite 4 € Cfontext of 4¢-
ing; if I see it not as a colorful trinket byt as a 1fferent mean-

real shoe for an



actual foot, the feeling I have i ¢ 4

this shoe c?uld not possibly fit op adrllscilrlrﬁ‘;;]or even
tionary China, the feet of young girls were. |
packwards, toes towards heel, I

and boung
vent normal growth. The resultant malfo

horyop

foot, (Ino » Sinee

Prerevyoly,.

rmat;j -
kind of walk that was thought beautiful aﬁgoaroﬁz

in the context of the custom of footbinding, the dee o, S
pecomes an image of the oppression of women, Hawfixclmmlve o
the slogans of the Red Army in organizing the peasan%sr‘f}?d g
out the 1930s and 1940s were “Land to the tiller I” ang “F: o
feet!”, I came to see the shoe as an image of the oppressie:nthi
o whole people enslaved by traditions that, in turn, ¢

! _ : helped main-
tain a certain social and economic order.

Visualizing images that can represent concepts is g skill of
fundamental importance to anyone who has to explain, argue,
persuade—all of us. Even scientists, some would claim, are de.
pendent on imagery, once they forsake mathematical formula-
tions. For any writer, exploring the relationships between im-
ages and concepts can be useful in getting the dialectic started
and in forming a concept. The relationship of an image to what
it represents or expresses 1s as complex as the relationship of a
name and an idea, a word and a thing. (The word image has
collected as many meanings as the word form. It derives from
the Latin imago, which means conception, thought, idea, as well
as likeness. Image is cognate with imitation.) You can think of
an image as a visual name: it can help you “shape” your ideas
by thinking of them as things that take up space. The most com-
mon error in thinking comes from confusing the image with

what it represents, but that error is not avoided by staying
away from imagery.

Like all other forms, an image is a way of seeing relation-
ships. I'magine a person, a place, a landscape, an animal, or a
thing—singly or in combination—that could represent a con-
cept; that image will, at the same time, represent an attitude
towards the concept. Imagery is part of the adman’s repertory
(*Come to Marlboro Country!” “Join the Pepsi Generation!”),
but, as I have noted, it is also central in many kinds of poetry.
-Symb.o lic gardens, caves, islands, cities, deserts, valleys abound
woolie, narrative, and lyric poems and also in some kinds of
?3: eés_ Here is an account of how a real place pecame an image

ie Doet W, B. Yeats. The poem he mentions follows 1m-

Med; '
ediately after thig passage from Autobiographies.
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I was in my Galway house during the fipst o
: ; -
war, the railway bridges blown up and the b of g,
with stones and trees. For the lfirst week there were Otkeg
papers, no reliable news, we did not know who p,q Wonew&
who had lost, and even after newspapers came gp, .
knew what was happening on the other side of the il Orver
the line of trees. Ford cars passed the house from time tinli
with coffins standing on end betw.een the seats, ang o,
times at night we heard an explosion, and once by day -
the smoke made by the burning of a great neighborip,
house. Men must have lived so th.rough many tumultyoy
centuries. One felt an overmastering desire not to groy
unhappy or embittered, not to lose all sense of the beguty
of nature. A stare (our West of Ireland name for a starling)
had built in a hole beside my window and I made’a these
verses out of the feeling of the moment—“The Stare’s Nest

by My Window.”

“The Stare’s Nest by My Window”

The bees build in the crevices

Of loosening masonry, and there

The mother birds bring grub and flies.

My wall is loosening; honey-bees,

Come build in the empty house of the stare.

We are closed in, and the key is turned

On our uncertainty; somewhere

A man is killed, or a house burned,

Yet no clear fact to be discerned:

Come build in the empty house of the stare.

A barricade of stone or of wood;

Some fourteen days of civil war;

Last night they trundled down the road
That dead young soldier in his blood:
Come build in the empty house of the stare.

We had fed the heart on fantasies,*

The heart’s grown brutal from the fare;
More substance in our enmitieg

Than in our love; O honey-bees,

Come build in the empty house of the stare.

“Meditations in Time of Givil War,” W. B- Y64%
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e What char :

3 a t .

honey bee make it an appropriate ima; eergstlcs of the
Whlcgl the poet expresses a “sense of the besz:.urtnear;s of
ture”? Wha‘.c e the images that give Substancjé i vl
concept of civil war, a time of troubles? o the

Students, like poets, lawyers, biographers, historians, and
popular explainers, cai use images to help give form to feéliin

and ideas. John Wain demonstrates in a passage from his biogs
yaphy of gamuel Johnson how images do that. He has been diiz

cussing life in eighteenth century England.

So on We.could go, contrasting and comparing, trying to
decide which of the two Englands would be preferable to
live in, safe in the knowledge that the issue can never be
decided. To me personally, to think of the quality of life in
the eighteenth century is inevitably, sooner or later, to think
of Josiah Wedgwood’s leg. Wedgwood, another Midlander
who was to trade and commerce in many ways what John-
son was to literature, was troubled in his younger days by
some kind of circulatory complaint in one leg. If he hap-
pened to knock it against anything, it swelled up and put
him in bed for a few days; and, gince he was constantly
making journeys up and down England in the course of
building up his business, he found the waste of time irri-
tating and had the leg amputated.

Most of us, I fancy, would accept the fate of being a
mediocrity in business rather than consent to have a leg
amputated without anaesthetic. Wedgwood’s decision sym-
bolizes many features of eighteenth—century England—the
toughness, the realism, the determination to be up and do-
ing, whatever the price that had to be paid. In 2 thinly
populated country such giant individualities stand out
clearly. Wedgwood knew that if he did not succeed in the

pottery industry, he could not simply subside into comfort-

able obscurity as the tenth yvice-president in some large face-
door and 2 carpet

less corporation, with his name 0N the
on the floor. He had to get out there and do what it was in

e
e

*Ye .
rulzti;ls r:t refers to the fact that the Irish uprising against English
past glory al‘(‘ied with romantic expectations, nourished by dreams of
tion, Whichal:l fncouraged by the literary celebration of a Celtic tradi-
bloody defealtnc uded fabulous and heroic exploits. The reality was 2
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or he would be nothing. 1,

hnson live his life. . . | Such 4

pim to dos
did gamuel JO

A great photographer, like Cartier-BreSScn’ ere ,
which, in capturing the decisive moment,” bespeakateg iny

the actual secene or face they deplct. For this reason

lection of photogT aphs can provide excellent pr aCtice’forgood o),

jent of composition- But even a commonplace photograt N

become an image if you bring to it certain questions; th Cay

tyain yourself to read almost any photograph as an i,
hat advertisers expect you to do.

hat is precisely W ' .
t 1f you study the pictures of a public figure chosen by
newspaper with those appearing I another, you can ofter 0&1&

seribe the political viewpoint of either, before reading th, -

torial pages.

¢
age._

Qv Faye had a paper assigned
cience course with no helpful con-
5,000 words on a modern city.” She
decided to write on Bogota because she had a huge and
very detailed photograph of the city. She “read” the
photograph, translating what she saw into images rep-
resenting the concepts she’d learned in the course. You
can try this with almost any assigned paper.

for a political s
straints: “Write

Here are some assisted invitations to exercise a capacity
that is natural, innate, linguistically determined: your capacity
to construe and construct images.

_ Q Imagine and describe in
%ngle sentences the following:

andscapes t . i
old 2gc pes to represent each of these: youth, maturity,
P
AZZZZZ;%; zzlgllfzzeni each of these: faith, hope, charity

e
timidity nt each of these: cleverness, courage,
Places to re
present
thority s
Weather or other n
atural phe

of these: mercy, justice, equal?’:

h of these: fear, despair, au-

;nena to represent each

Develop

Ject that is valueless ip itself 1,
ut

3i' context for an ob-
S of great signifi-
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nece to you. Or try to explain someone else’s peculiar

cztraction to (for instance) a greasy, torn jacket, even
:hough there are others hanging in the closet. What
concept of self is involved?

» A Hippie has sewn the
rican flag to the seat of his pants: how does The

e . .
ot ot construe this image?

Patri

A Look up the word talisman
good dictionary. Describe a talismanic ceremony
far away. Or describe an everyday ac-
lice of bread) as if it were talismanic.

in a .
in another time,
tion (toasting a8

Q> Design—or give instrue-
tions for designing—a poster to advertise several of the
following lectures:
«Disarmament or Arms Contro
«The Air You Breathe”

«Feminist Fiction” . )
“Cgltic Invaders of the Eastern Mediterranean

«Behavior Modification Techniques in Correctional In-
stitutions”

1‘?”

e Do the same for a poster ad-
vertising a speaker whose views you oppose. Make the
design express your loathing, fear, distrust, contempt,
rage—whatever—but without using any verbal state-
ments of your opinion.

Or consider how you would go about expressing disfavor
of a person or a group whose activities you were film-
ing for a television report.

_ . Q Convert one of the follow-
Ing objects to an image representing a concept. Then
compose an ec%itorial denouncing the concept so repre-
sented, beginning with 1 description of the object.

* platform shoes

" Paperback novelg
* Saungg

*acl ‘
€ar, fresh river by a deserteq factory



