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INTRODUCTI

Reading Icnald Stewart's '"Composition Texts and the

Assault on Tradition," Colleze Composition and Communication,

29, Yo. 2 (May, 1978), an anaiysis of ihe extent %o which
new theory has been incorporated into college rhetorics,
I wondered why no comparable review of elementary school
textbooks had been undertaken. In grade schcol, particularly
in pre-junior righ years, children begin to pattern their
writing behavior and to establish fundamental writing prac-
tices on which they will build their later compcsition skills.
Since teachers frequently feel unprepared or irncapadle of
devising their own writing materials or programs, Tcst
classroom writing originates in language arts textbooks.
I felt it necessary, therefore, to examine the theoretical
bases for the practices the growing writer confrontis in
these texts.

This report, therefore, examines the principles and
assumptions about composition which permeate three elementary

language arts series: Languzage for Jaily Use, Harcours,

Brace, and Jovanovich, 1973; the Laidlaw language ZXperiances

Program, 1972; and Communicatirg, Heath, 1973. The first

of these is used by grades four, five, and six in HMannattan
and Junction City, and is therefore, oI some local interest,
It and the Laidlaw series were also recommended as leading
sellers by naticnal specialists in larnguage arts education:
Rita Hansen, Chicago 3card of =Zducation mesmber; Rudirne Simas,

Associate Prcfessor, Amherst School of =zZcucation; and #ary



FcDonald Zerris, Associate Professor of Currizuluar and
Instructicon, Kansas State University School of Educatiorn.
They were also evaluated by bonald H. Graves in "Language
Arts Textbooks: A Writing Prccess zvaluation," Language
Arts, 54, No., 7 (Oct., 1977) 817-823%. He reported the number
and kinds cf writirnrg activities found in eight language arts
texts at the second and fifth grade levels, The Heath series

was suggestied as a leading seller by Simms, Harris, and Graves,

b

Specifically, this paper is concermed wita vestig T classi-
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cal and nineteenth century theory or evidence of familiarity

with mcre contemporary views in these series.
This report summarizes classical, nineteenth century
traditional, and current theory on invention, arrahgement,

and style. ZFour modern approaches to invention are examined

a revival of classical theory; Xenneth Burke's pentad;

Gorden Rohman and Albert wWlecke's prewriting; and Richard
Young, Alton 3ecker, and Kenneth Pike's tagmemics., {lassical
raetorical patterns, Alexander Zain's concept of the organic
paragraph, and Winston WYeatzers' new options for organization
provide the basis for examining assumptions coacerning
arrzngement., Stylistic emphases--traaitional concerm for
restricted levels of usage ard mechanical accuracy or mcdern
treatments of syntactic fluercy (free modifiers, sentence
combining )--are examined last. The canclusion of the paper
attempts to determine the extent to which this theory can e
found in eacn series, and evaluat*tes its appropriaterness Zor

teaching composgiticn o pre-junior high students today.



Backgroundl

From classical rhetorie come the territorial markers
wnich wiil be used as points of analysis later in this paper.
Tne classical divisions of rhetoric--invention, arrangement,
style, memory, and delivery--were devised to study persuasive
discourse. for the purposes of this paper we will cmit
"memory" and "delivery" which are more applicadble %o oratory
than to written composition.

The first of these parts of rheterie, "invention," is
concerned with the methocd of finding arguments. Aristotle
divided these arguments into twc categories. The firsz
modes of persuasion were termed non-artistic GTecause th
orator nad simply to lccate and use these availatle modes of
persuasion; he did not nave to2 imagzine Itzem. Ihese included
laws, witnesses, contracts, and information fron torture and
path.

Aristotle's second kind of argument, the artistic,
was divided into three categories cf appeal: ratioral,
emsctional, and ethical. Rational appeal involved deductive
reasoning (drawing conclusions from affirmative or negative
statemenis )--the syllogism of logic and the entaymeme of
rhetoric; or inductive reasoning {making generalizations
from a number of analogous facts)--the example of rhetoric.
The rational appeal was made to tne Intellect, reascn, sr

understanding of the audience. In exerecising emcuional



appeal, Aristotle recognized the influence of passion on

the listener's decision-making prccesses. Zthical appeal
meant establishing feith in the spezker himself, and therefore,
also in his word.

In order to find material for these three varieties of
appeal, classical rhetoricians devised the Topics. These
Topics were gereral headings that suggested possitle material
or methods for develcping a subject. Some of the common
Topics, revived and modernized, are still iz use today as
types of themes or essays, ircluding comparison, cantrast,
definition, and analysis. These ccmmon topics which were
applicatle to any occasion, subject, or tyrpe cf speech, have
been organized by Corbett as follows:

Definition
A. Genus
3. Division
Comparison
A. Similarity
Ba Difference
C. Izgree
Relationship
A, Cause and Zffect
B. Anzecedent and Consequence
C. Contraries
D. Contradiction
circumstance
A. Possible and Impossible
B. Past Fact and Future Fact
Testimony
A. Authority
B. Testimonial
C. Statistics
D. MaXims
E. Law
F. Precedents

In addition, .Jristctle mentions gspecial Topics for each of

the three kxinds oI persuasive discourse: deliberative,



judicial, and ceremcnial. Once committed tc a specifi
kind of rhetorical activity, the speaker woull xnow his
cbjective and his general direction in planning arguments
to reach that goal.

The second classical division of rhetoric was arrangement,
cr effective organization of material. Aristotle felt that
only the statement and the proof of the case were necessary,
but that practicaily an intrcduction and conclusion were zlso
useful. The author of the Ad Herennium set up six paris:

(1) introduction; (2) statement of case; (3) outline of
points of arzument; (4) proof of case; (5) refutation of
opposing argument; (6) conclusion. It is importan: to
remember that rhetoricians used their own judgment and
imegination in adjusting this scheme to fit their reeds.

The third division of classical rhetoric was style.

Quintilien assigned functions to *he thres fundamental levels

of style. Hde found plain style suited for insiruccting;

2

midcéle style for meving; and high style for charming. These

-

sourd clcsely related tc the three varieiies cf appesl.

Q

Classical conziderations of style were based on appropriateness
to a zgiven situation. One of the elements of style was word
chcice, involving correctness, clariuy, appropriateness.

Style also concerned the compesing of words in rnetorical
periods (clauses and phrases). This meant correc* syniax

and sentence patterning; proper use of transiticnal devices;

euphony of sernzences Ly plea

4

ing scunds and rhytane, Arg,

0]

cf eccourse, *the tropes ancd figures wsare anoiher subliect



under the consideration of style. Criteria for marking these
stylistic choices were: purpose, subjec:t matter, aucience,

cccasion, and the speaker's perscnality.
H#itz this classical civision of rhetoric as bacxkground,
let us examine other historic directions ir these three

areas of invention, arrangement, anc style.

Theorv of Invantion

The subject of invention has again received considerable
attention in recent years, Urlike the Aristotelian $opics
which were designed for recall cf any knowledge in the world,
rewer systems are commenly based on the discovery s ideas.

A student who may have a limited repertcire of ideas c¢cn a
given subject because of a lack of experience or reading,
may not know how to approcach a subject to find what ne
already knows about it. Tactics for discovery are important
to such students.

tne of the relatively new heuristics is Kenneth 3urke's
pentad of dramatism--a five-term formula, using human moti-
vation as a foecal point for inventing material prior t=o
writing. These probes are the generating principles of

investigation in A Grammar of Motives (Y¥ew Ycrk: Prentice

Eall, 1945): (1) act--wnat took place (thought, cdeed);
(2) scene-=-background or situation; (3) agent--person or xind
of person who performec act; (4) agercy--means or instrumernts

used; (5) purrpose--reason for action. These appear %o be



closely related to journalistic guestions--who? wnat?
where? why? how? when?. 3ut Burke's procedure allows
for more complex analysis. dis terms and taheir referents
often interpenetrate and overlap to provide original
insignt. The complexity of aralysis aiso depends upon
the writer's perspective, or the context in which the term
is used. "War," for example, may belong to any of these
probes. Richard Young explains now the function of Aristotle's
Topics and Burke's pentacd differ:
The topics are aids in discovering possible argumea=s
in support of propositions; the pentad is an aic in
digcovering essential features of the behavior of
groups or individuals. The toplcs are a rhetorical
means for proclaiming substaatial unity with others;
the pgntad reveals the motives implicit in rhetorical
.acts. '
Prewritirng, as a special set of discovery techrniques,
was developed by Gordon Rohman and Albert C. Wlecke, Their
heuristic relies on a view cf composition as a linear ard
mentalistic process. Everything in the writing process htefore
an idea is ready for the page is termed "prewriting."
Rokman and wlecke emphasize the conceiving and develcping
cf ideas=--the creation of thought--the patternirg cf experience
that precedes, anc¢ in fact, causes goecd writing. They believe
this creative process can be encouraged, if not taught, by
jourral writing, principles of meditation, and use of analogy.
The intent of pre-writing is to enable the szudert to discover
his own creative powers, This differs from classical in-

vention which aims to discover tne available means of



persuacing an audience.

‘he journal is described as a2 privaze record of the
mind in which a student concentrates on the concrete details.
0of nis life to achieve a personal sense of reality. They
suggest that this technique encourages the student to
experience vital involvement with his writing and to over-
come nis inkibi<tions to think his owa thoughts, unaffected
by extrinsic stardards of goocness often imposed upon
student writing.

The meditation is based on the assumption that "writing
is a personally transformed 'conversion' of an 'evert' into

an 'experience.‘"4

It is a means of discipliring irsight,

by giving meaning and form tc thought. In the meditatizcn,

a kxind of puzzle exercise, the student attempts o provide

answers to a set of given questions about a2 zopic, and thereby

to change experiences "from things happening %o us into things

happening in us.“5
The analeogy refers to "that principle of all human

knowing whereby we are enabled to Xnow anything in our

present experience tecause we relate it {o something already

known (categorized) in our past.“6 Exercises using analogy

provide an opportunity for students to experience new conceptual

relations between things by imposing one set of experiences

on ansther., 2Ry juxtapositioning two unrelated subjects,

des2ribing one in terms cof the other, students disccover new

perspectives. The resemblences he finds provide him with

newly-organized things to say about his subject.
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« Young, Alton L. Zecxer, and Xenreth
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L. Pike comes still another procedure for the discovery of

idezs. Their took, Rhetoric: Discovery and Change (JNew

Yorx: Harcourt, Brace anc World, 19792), gives six maxics

k4

wnich serve as thecretical underpinnings for a nine-celled
matrix (shown on page 12).

Maxim 1: "People conceive of the world in terms of
repeatable units" (p. 26)., This fact accounts for our abilit
+o recognize things, people, and eventits. Cur language,
similarly latels and unitizes our exper rience.

faxim 2: "Units cf experience are hla-archlcal‘y
structured systems" (p. 29). Every unit is part of a larger
unit. This knowledge enabies us to focus on experiexnce in
different ways.

Maxim 3: YA unii, at any level of focus, can te ade-
quatly understcod only if three aspec*s of the unit zre xnown
(1) its contrastive features, (2) its range of variaiicn,

(3) its distribution in larger contexts” (p. 56). This maxin
identifies a tri-modal structure of behavior. Consider the
subject of teaching swimming to handicapped children. Xumber
or.e leads us to ask, "Is teaching hancicapped children to
swim different from teaching cther children to swim?" lumter
two leads us to consider differsnces in kinds of nencicaps,
cays of the week, or individuals. Xumter three corncerns

itsel?f with this teaching experience zs it relates =to the

wnole swimming program, the entirety cf life experierce, etc.



faxim 43 "4 unit cf exrerience can te viewed as a
particle, or as a wave, or as a [fi=ld" (p. 122). Thess terms

identify the DerSyeCJlVE(S; brought to the eXpsrience %y the

individual., "Parsicie" is a view of tre unit as static cr
specific. "Wave" i1s a view oI the unit as a cynamic prccess.

And "field" is a view of the unit as a system, part of a neiwork.
Maxim 5: "Change betweer units can.-occur only over
tridge of shared features" {p. 172). The writer is asxed by
this maxim tc find some common ground with nis audience anid
to explore it. As in clzssical rhetoric, the exphasis here

is on audience identification with the writer I+ is tre

O

ct

writar's task to break dowm xistrust. By admitiing the validi-
ty of some points of the opposing positicn, the writer reduces
threat to the opposing individual's identity, and gains his
confidence,
Maxim 6: "Linguistic choices are nade in re,atidn to

a univarse of discourse® (p. 301l). This approsch is not =z
ccnscious rule-governed anzlysis of finite sets, Intui<ion

is important in guiding irgquiry. 4An audience is cerelully

neasured., Wecrds are chosen wisely., For such aczivities

-

thsre can be no rules., Young reminds us that the results of
ary heuristic system are provisional because ncne is entirely
conscious ¢r mechanical. The operations c¢i any such procedure
are effected by intuition, experience, ard skill,

While classical invention is primarily desigred o

preduce psycholcgical change In the audience, and prewrliiting
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I

change in the writer, Young pcints out ia the same article,

tnat tagmemic invention, the heuristic he and his colilegues

-

nave designed, shares the focuses of bota:

The method is designec to help one carry cut three
activities when confronted with prohiematic ex-
periences: retftrieval of relevant information
aiready known, analysis cf prcblematic data, ancd
discovery of ordering principles, It is also
desigrned to help one discover features og the
aucdience which facilitate communication.

(

Young, Becker, and Pike's matrix (shown oxn page 12)
car. work to explore an already somewhat focused subject,
or can ve usel over and cver Zor furtner narrowing tc reduce
tae disparity in relationship of iceas to a particular proo-
- lem or topic.g

A particular conception of the composing“process-is
presuppesed by each method of invention, -Most comzon is
the four-stage linear conception: think, write, revise,
edit. This has teen mentioned in-cénnection with fiohman's
process of pre-writing, writing, anc rewriting. It is also
easy %o see similarity with classical rhetoricai divisicns
cf invention, arrangement, siyle, memory, and delivery.
from conceptual problems in whick *he writer's Ifscus shifts
repeatedly curing each cycle among content, style, and
structure. Such a conception appears to be closest to the

" p . 0
heuristic procedure of Young, Becxer, and Plke.l
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Contrast

THE HEURISTIC PROCEDURE

Variation

Distribution

PARTICLE )

View the unit as
an isvlated, static
entity,

What are its con-
trastive features,
ie., the features
tnat dJditferentiate
it from similar
things and serve
to identify 1t?

4) View the unit as

a specific variant
form of the con-
cept, t.e., as one
among a group of
instances that il-
lustrate ths con-
cept.

What is the range
or physical varia-
tion of the con-
cept, i.e., how can

7Y View the unit as

part of a larger
context.

Howr is it appro-
priately or typi-
cally  classiried?
What is its vpi-
cal position in
a temporal se-
quence? In space,
ie, in a séane
or geographical

instanges  vary array. in a system
without becom- of classes?

ing something

else?

WAVE 2) View the unit as 5) View the unit as 8) View the unit as
a dynamic object a dvnamic proc- a part of 3 larger,
or event. ess. dyvnamic context.
What  physical How is it chang- How does it in-
features  distin- ing? teract with and
guish it from merge into its en-
similar obiects or vironment? Are
events? In partic- its borders clear-
ular, what s its cut or indeter-
nucleus? minate?

FIELD 3) View the unit as 6) View the unit as 9) View the unit as

anabstract, multi-
dimensional sys-
tem.

How are the com-
ponents  organ-
ized in relation
to one another?
More specifically,
how are they re-
lated by class,
in class systems,
in temporal se-
quence, and in
space?

a  multidimen-
sional physical
system,

How do particu-

lar ins:ances of
the system vary?

an  abstract sys-
tem within a
iarger system.

What is its posi-
tion in the larger
system?  What
svstemic features
and components
make it a part of
thelargersvstem?
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Theory of Arrangement

The classical plan of organization for an entire persuasive
Glscourse is mentioned on page 5. .Historically, rhetoricians
have devoted much of their consideration of arrangement tc
the structure of paragraphs as identifiable parts of a piece.

Alexander Bain introduced the paragraph into rhetoric
as a unit of disccurse in his 186& English Composition and
zhetoriz with these rules:

1) Explicit Reference: The tearing of each sentence
upon what precedes shall be explicit and unmis-
takeable.

2) Parallel Construction: Ccnsecutive sentences
that repeat or illustrate the same idea should
be formed alike, as far zs possible.

3) Topic Sentence: The first sentence, unless
obviocusly preparatery, should indicate the
subject of the Paragraph.

4) Consecutive Arrarngement: Each statement shculd
Tollow the plan cf the Paragraph and be in its
appropriate place.

5) Overall Unity: A Paragraph should posess Unity
which implies clarity of purpose and forbids
irrelevancies enc digressions.

6) Subordinatiorn: As in the Sentence, the Paragraph
should maintain a due proportion between <he
principal subject and subordinate statements.ll

Paul Rodgers, Jr. cites these rules as the source of ncdern
paragraph theory. He says such long-standing theory views
the paragraph as:
an organic structure distinguished by the gualities
of unity, coherence, and emphasis; devoted to the
amplification and enforcement of the single idea
announced in its %opic sentence; ccamposed cf sentences
organically conceived; anc itself participeting in
the larger organic structure of the discourse.iZ
Wington Weathers' conception of the paragraph differs

from 3ain's view of the paragraph as a self-contained unit



=l ifa

of writing, governed by predetermined principles of structure.
Weathers sees the paragraph as a subdivision of the total
discourse whose shape and size are depencernt upon the
autaor's intended effect for the entire piece of writing.
In The Strategy of Style {Yew York: McGraw Hill, 1967)
deathers demonstrates, by the flexible paragraphing of
professioral writers, that the paragraph need not be a rigid,
limiting convention. In place of 3Bain's strict rules, he
gives general directions for working paragraphs. His text
suggests: "Think of your major ideas as paragraphs...
don't let the paragraphs dominate your thirking to such an
extent that each seems an isolazed discuséion...each paragraph
should consider avdifferent part of the thesis...“13 de
édoes caution that parsgraphs should be controlled by orderly
construction around a topic sentence.' He adds that this
topic sentence should name the subject, limit the paragraph
by a suggestion of its &etails and their order, and provide
transition from the preceding paragraph.

Weathers then offers aiternatives for location of
topic sentences and demonstrates positicning of the topic
sentence appropriate tb various writing occasions. Ee
suggests the topic sentence may be located at the first or
last of the paragraph, may be in the middle of the paragraph,
or may be unstated, but it should be placed where it hest
serves tae paragraph. Lastly, 2ne rezinds studeats that
paragraphs snculcd be fully cevelsped, anc that most should

-eonclude with a2 terminal senternce.



dhile Weather's paragraphiag guidelines move sone
distance from Bain's paragraphing rules by a rnew emphasis
on the relationship of the paragraph to the whole uni+t of
discourse, the principles of arrangemert sffered by toth
gentlemen are grcunded in conventiocnal conceptions of the
paragraph., Weathers moves further from these in "Grammars
of Style: Yew Options in Composition,”™ Jfreshman English
Xews (Wintef, 1976) 1-4, 12-18. He calls for offering
students greater opticns in all aspects of the compcsing
process, but particularly in arrangement--in the creation,
selsction, and adaptation of form appropriate tc content.
de nclds that this will increase the student's capacity for
self expression.

Miles Myers refers tc Richard Chmann's coumments cn
the need for new forms:

The classical speaker sees the world clearly,
"states from the beginning the point re wishes
to make, and then presents a systematic proof
and development. But the modern speaker sees
the world in flux, vaguely, asking his readers
to join him in an exploration of the way things
seem to be, admitting the subjective_characier
of whatever he thinks he might know.

¥yers cites an example of how a stucdent's sense of form may
kave changed as represented by today's movies, Earlier
films, he says, established a situation and the story worked
its way to a resolution. Movies tccday may begin in the
middle, flash back, stop, anc force the viewer to impose a

story line on what he sees.15



Jeathers, taen, in an effort to meetl contemporary needs
for alternative forms, describes some new opticns of arrange-
mert, providing examples tc cdefine terms. The folliowing is
an overview of his Grammars of Style: FNew Opticns in
Composition.*

ine first of these alternatives cited by Weathers is
the "ecret," a furndamental, independent unit minus transitional
relasion to "ecrois" that may precede or follow. they allow
for abrupt chaage in thought and resulting leaps in lecgic,
Seemingly unrelated crots are urirfied, not by any ordered
sequence, vut by the over-all effect of the conposition.

The seeming unrelatedness of crots suggests the fragmentation
of contemporary experience.

A Yecrot" may te written as a traditional sentence tyre,
as a labyrinthine sentence ("a long complexX sentence, with
a certain 'endless' quality %o it, full of convolutions,
marked by appositives, parentheses, digressions.")(p.l2), as a
senterce fragment ("freguently a single word or a very shert
phrase of only two or three words”) (p.jR), or-as a comtination b
these. The labyrinthine sentience corresponds to the complexity,
confusicn, and talkativeness of tcday's society, while the
fragment suggests separatiin and isolation.

The "list™ is a series cf seemingly unrelated itenms,
independent of sentence structure, arbitrary in sequence,
presented in straight readirng line or cclumnar fcrm. The
reader must consider and evaluate the list without comment by

the writer.



17

"Touble-voice" reflects our society's stereophonic,
multi-media disposition. Presentation may be in straight-
line form, parallel columns, or ccmbinations of these,
deathers says doutle-voice may be used by writers

*...when they feel that they could say this or that

about a subject; when they feel that two attitudes

toward a subject are egqually valid; when they wish

to suggest that there are two sides to the story

(whatever the story may be); when they wish to

distinguish between their rcles as (a) provider of

information and data, and (v) commentator upon
informaticn and data; or when they wish to effect

a2 style "correspording" to ambiguous realities,"d©

"lepetition" is used as a binding device to compensate
for discontinuity in these new optioans of arrzngerent,
Weathers lists three forms of repetition: simple repetitions
(individual words); refrains (phrases and sentsnces); repetends
(words, phrases, cr sernteaces). All reflect the irevitable
recurrence of experience.

In traditional arrangement, time is considered carono-
logically. Not so in a synchronic concep*ion of writing.
“Synchronicity™ (two things going on at once, ) may be achieved
by doutle voice and repetition, the double-column lisz, or
the labyrinthine sentence. It can zlso make ase of present
and present historical simultanecusly withcut using +transition
to show relationships, resulting in non-sequiturs which upset
traditional logical patterms. Scrambling sente:nces, para-
graphs, and crots out of ordinary time seqguences also achieves
synchrcricity--ever.ts are indistizguishable in crne large time
frame. Jeathers says syncaronicity corresponds to the "time=-

lessness of eventd' (p.I5).



.

"Collage/montage™” is a reaction against traditional
categorizing for analysis, Instead, diverse elezents (as
those mentioned above) are grouped together ia an effort +>
synthesize. Disparate communicative units cf different time
periods, subject matter, sentence style, dicticn, texture,
or tone are brought together to create a whole--a collage.
Units of a montage are less fragmental, and may be multi-
genre compesitions.,

deathers believes that offering studentis more organiza-
tional options from which to chcose opens more options for
communicating with others. DPerhaps more taan cther theorists
who offer their own judgements about what properties well-
ordered discourse ought to exhibit, Weathers attempts %o
discover reasons for the effectiveness of differeat patterns.

Richard L. Larson in "Structure and Form in Non-Fiction

Prose," Teaching Composition: Ten 3ioliographical Essays,

stétes that many suca fundamestal criteria for the writer's
choices regarding how parts of paiterns interact, what
sequence of steps o use in composing, and the values of
different structures remain to be investigated. "torm,"
says Larson, "may not be the message, but it interprets the

(]

message while relaying it. "’

Theory of Style

Here we find ourselves impaled upon the horrms of zn

cld dilemna--are form and content distinguishable? Louis



