


ways of thinking and acting in different disciplinary contexts,
ways that student writers can interrogate, adopt, and eventually
learn to enact and/or resist when they write. The primary goal of
such a FYW course would be to teach students how to locate
themselves and their activities meaningfully and critically within
these genred positions of articulation. Such a rhetorical view of
invention, I argue, allows us to justify FYW as a site in which stu-
dents can begin to learn how to navigate disciplinary contexts
rhetorically, thus forging real links to WID rather than con-
sciously or unconsciously serving mainly the aspirations of
English departments. By teaching students that invention is as
much a public as it is a private act (an act of [re]positioning as
much as of expressing oneself), we teach them how to make visi-
ble for themselves and to practice in their writing the rhetorical
habits that inform the disciplinary and professional habitats
within which they will function. It is in this ability to teach stu-
dents how to locate and invent themselves rhetorically within var-
ious sites of action (a rhetorical, metacognitive literacy)—an
ability to heighten awareness of disciplinarity and rhetoric—that
the future of FYW is most promising and justified.

R E T H I N K I N G  W R I T I N G  I N S T R U C T I O N :  A N  A R G U M E N T

F O R  A  G E N R E - B A S E D  A P P R O A C H  T O  F Y W

The WID movement for years has been promoting and devel-
oping discipline-specific writing research and instruction,
research and instruction rooted in the ideological and discursive
contexts of various disciplines within the university. This move-
ment, reflecting research into the social bases of writing, suggests
that we need to teach writing in its disciplinary and professional
contexts, where writing is not only a means of communication—
the acquisition of certain communicative skills—but also a means
of socialization into disciplinary values, assumptions, relations,
and practices. Such research raises questions about the efficacy
of FYW and its focus on general writing skills. Yet rather than con-
sidering this move toward disciplinary writing as a threat to the
existence of FYW, I think we as scholars, administrators, and
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teachers of the course ought to embrace this movement as an
opportunity for us not only to justify FYW, but also to rethink its
purpose and its place. FYW does not need to stand as an alterna-
tive to or in opposition to WID. As Charles Hill and Lauren
Resnick rightfully maintain, it is nearly impossible to re-create
disciplinary conditions in the FYW course, but this should not
mean, as Hill and Resnick go on to suggest, that the course “can
do little to prepare students for writing within the various profes-
sional contexts they will be entering after graduation” (1995,
146). The fact that the FYW course cannot re-create the various
ideological and discursive formations that underwrite discipli-
nary and professional contexts does not mean that the FYW
course cannot prepare students for writing within these contexts.
It can. By functioning as a kind of rhetorical promontory from
which we teach students how to read and negotiate the bound-
aries of various disciplinary and professional contexts, the FYW
course can become the site in which students learn how to access,
interrogate, and (re)position themselves as writers within these
disciplinary and professional contexts. In this way, FYW can func-
tion as a complement, perhaps even as a prerequisite, to WID, a
site within the structure of the university that enables students to
reflect critically on and at the same time to write about the uni-
versity’s disciplinary structures.2 Genres, I argue, can serve as the
“passports” for accessing, analyzing, navigating, and participating
in these disciplinary structures.

At the end of Textual Carnivals, Susan Miller suggests that as
teachers and scholars of writing, we need to be “disclosing con-
nections between specific social and textual superstructures and
highlighting how writing situations construct their participant
writers before, during, and after they undertake any piece of writ-
ing” (1991, 198). I agree that this should be a primary goal of
FYW, and a genre-based writing pedagogy can help us achieve it.
As discursive and ideological formations, genres allow teachers
and students to examine the connections between social and tex-
tual superstructures. At the same time, genres also enable teach-
ers and students to observe how individuals situate themselves in
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positions of articulation within such superstructures. As such, a
genre approach enables us to teach students that writing is more
than just a communicative tool, a means of conveying ideas from
writer to reader. Writing is not only a skill; it is also a way of being
and acting in the world at a particular time, in a particular situa-
tion, for the achievement of particular desires. Rather than
teaching students some vague and perhaps questionable notion
of what “good” writing is, a notion that most likely cannot stand
up to disciplinary standards or scrutiny, we gain more by teach-
ing students how to adapt as writers, socially and rhetorically,
from one genred site of action to the next. Such repositioning is
a critical part of learning to write successfully, as we saw in chap-
ter 5, where students negotiate between the writing prompt and
the essay as they learn to write in FYW courses. We ought to pro-
mote the idea that good writers adapt well from one genred site
of action to the next. The rhetorical art of adaptation or reposi-
tioning should become central to our teaching of writing, espe-
cially our teaching of invention, which would then become the
art of analyzing genres and positioning oneself within them. In
what follows, I will describe an approach to writing instruction in
FYW that combines genre analysis and invention in such a way as
to help student writers begin to access, identify, and participate
within genred sites of action.

Genre analysis encourages students to identify and examine
the situated desires, subjectivities, relations, and practices that
are rhetorically embedded in disciplinary and professional gen-
res. Using genre analysis, we can ask students, for instance, why
scientific genres such as lab reports typically use passive sen-
tence constructions, especially when such a rhetorical construc-
tion is typically discouraged in humanities, especially in English
courses. What does this typified rhetorical feature of the genre
reveal about those who use it and their disciplinary (dis)posi-
tions, relations, and practices? What position of articulation
does the lab report, through the use of this rhetorical feature,
maintain for its users? By asking such questions, rather than dis-
missing outright the passive voice as an undesirable rhetorical
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strategy or treating it as an arbitrary convention, we locate the
passive voice within the discursive and ideological sites of its
use—within the scientific genres in which this linguistic con-
struction helps organize and generate scientific practices. Of
course, the passive voice alone does not reveal the complex tex-
tured sites of scientific activities; to examine these sites, genre
analysis, as I will describe momentarily, would need to include
identifying a wide array of textual patterns. But early in the
course, we can start by making an analysis of the passive voice
the occasion for a writing assignment, in which, for instance, we
invite students to interview faculty in the sciences, collect sam-
ples of lab reports (and other scientific genres), and then ana-
lyze and write about what desires, relations, positions, and
practices the passive voice generates and organizes in the sci-
ences. In my courses, for example, students have discovered
that the passive voice actually serves a crucial disciplinary func-
tion in scientific inquiry, reinforcing the scientific imperative
that the material world exists objectively, independent of
human interaction. They have learned that a scientist assumes
the position of one who observes and records what happens,
and the passive voice rhetorically enables and reflects this posi-
tion. Indeed, the passive voice suggests that actions occur
largely through their own accord, and the scientist simply
describes them. By extracting the actor’s role from the action in
a sentence such as “Twelve samples were introduced,” scientists
retain the necessary, even if fictive, objectivity they need to con-
duct their activities—indeed an objectivity that is critical to a sci-
entist’s disciplinary identity. Through their research and our
discussions, students learn that the lab report, then, is not
merely a means of communicating experimental results; it is
also a means by which scientists reproduce and enact scientific
subjectivities, desires, and practices—the way they function in
the world as scientists. Working as a class, students begin to rec-
ognize that the lab report, like any other genre, is a site of
action within which users rhetorically acquire, negotiate, and
articulate situated desires, subjectivities, and practices. Students
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in FYW courses can, and I think should, be taught and encour-
aged to recognize genre as such a site. And they can and should
be taught how to use this genre knowledge to develop a rhetori-
cal awareness and agility that will help them navigate discipli-
nary and professional boundaries as writers long after they
leave the FYW course.

In my writing courses, I often begin with a collective genre
analysis exercise even before I have explained to students what
genre analysis involves. I bring in samples of a genre such as the
lab report or the obituary or the greeting card, and I pose the
question: what does this kind of text tell us about our culture? In
fact, much of what I have learned and describe about the obitu-
ary (in chapter 2) and the greeting card (in chapter 4) builds on
and adds to these early class discussions. I want students to begin
to understand how genre analysis makes sites of activity and the
positions of articulation they frame rhetorically visible and acces-
sible to inquiry. Such analysis involves doing a sort of textual
archeology, what John Swales has described as “textography”
(1998), in which students identify and analyze genres’ contexts
of use through their rhetorical features. As one FYW student ele-
gantly describes it in the introduction of her genre analysis
paper, “the study of genre is not limited to what is clearly seen or
presented, such as format, structure, or word choice used in the
genre, but extends to the analysis of underlying meanings and
social function that can be inferred from the specific features.” 

In simplest terms, genre analysis involves four steps: collect-
ing samples of the genre, identifying and describing the context
of its use, describing its textual patterns, and analyzing what
these patterns reveal about the context in which the genre is
used. The following heuristic, which I reprint with slight modifi-
cation from Amy J. Devitt, Anis Bawarshi, and Mary Jo Reiff’s
Scenes of Writing: Genre Acts (in progress), describes these steps.3
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Guidelines for Analyzing Genres

1. Collect Samples of the Genre
If you are studying a genre that is fairly public, such as the

wedding announcement, you can just look at samples from various
newspapers. If you are studying a less public genre, such as the
Patient Medical History Form, you might have to visit different
doctors’ offices to collect samples. If you are unsure where to find
samples, ask a user of that genre for assistance. Try to gather samples
from more than one place (for example, wedding announcements
from different newspapers, medical history forms from different
doctors’ offices) so that you get a more accurate picture of the com-
plexity of the genre. The more samples of the genre you collect, the
more you will be able to notice patterns within the genre.

2. Study the Situation of the Genre
Seek answers to questions such as the ones below. 
Setting: Where does the genre appear? Where are texts of this genre

typically located? What medium, context? With what other
genres does this genre interact?

Subject: What topics is this genre involved with? What issues, ideas,
questions, etc. does the genre address? When people use this
genre, what is it that they are interacting about?

Participants: Who uses the genre? 
Writers: Who writes the texts in this genre? Are multiple writers

possible? How do we know who the writers are? What roles do
they perform? What characteristics must writers of this genre
possess? Under what circumstances do writers write the genre
(e.g., in teams, on a computer, in a rush)?

Readers: Who reads the texts in this genre? Is there more than
one type of reader for this genre? What roles do they per-
form? What characteristics must readers of this genre possess?
Under what circumstances do readers read the genre (e.g., at
their leisure, on the run, in waiting rooms)?

Motives: When is the genre used? For what occasions? Why is the
genre used? Why do writers write this genre and why do readers
read it? What purposes does the genre fulfill for the people who
use it?
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3. Identify and Describe Patterns in the Genre’s Features
What recurrent features do the samples share? For example:

What content is typically included? What is excluded? How is the
content treated? What sorts of examples are used? What
counts as evidence (personal testimony, facts, etc.)?

What rhetorical appeals are used? What appeals to logos, pathos,
and ethos appear?

How are texts in the genres structured? What are their parts, and
how are they organized?

In what format are texts of this genre presented? What layout or
appearance is common? How long is a typical text in this genre?

What types of sentences do texts in the genre typically use? How
long are they? Are they simple or complex, passive or active?
Are the sentences varied? Do they share a certain style?

What diction is most common? What types of words are most
frequent? Is a type of jargon used? Is slang used? How would
you describe the writer’s voice? 

4. Analyze What These Patterns Reveal about the Situation
What do these rhetorical patterns reveal about the genre and the
situation in which it is used? Why are these patterns significant?
What can you learn about the actions being performed through the
genre by observing its language patterns? What arguments can you
make about these patterns? As you consider these questions, focus
on the following:

What do participants have to know or believe to understand or
appreciate the genre?

Who is invited into the genre, and who is excluded?
What roles for writers and readers does it encourage or

discourage?
What values, beliefs, goals, and assumptions are revealed through

the genre’s patterns?
How is the subject of the genre treated? What content is considered

most important? What content (topics or details) is ignored?
What actions does the genre help make possible? What actions

does the genre make difficult? 
What attitude toward readers is implied in the genre? What attitude

toward the world is implied in it?
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Notice how the heuristic guides students from the situation
to the genre and then back to the situation. First, it asks stu-
dents to identify the situation from which the genre emerges.
Students do this through interviews and observation, trying to
identify where and when the genre is used, by whom, and why.
After that, students are asked to analyze what the genre tells us
about the situation. Such analysis involves describing the
genre’s rhetorical patterns, from its content down to its diction,
and then making an argument about what these patterns reveal
about the desires, assumptions, subjectivities, relations, and
actions embedded in the genre. In short, students are invited to
revisit the situation through the genre that reflects, organizes,
and maintains it. As the heuristic suggests, genre analysis
enables students and teachers to open a temporary analytical
space between the genre and its situation, a space in which stu-
dents can access and inquire into the interplay between rhetori-
cal and social actions as well as the desires, subjectivities, and
relations enacted there. Genre analysis allows teachers to create
this analytical space within FYW.

Below are a couple of brief examples of student genre analy-
ses, the first from a FYW course I taught a few years ago and the
second from a FYW course I observed last year taught by an
advanced graduate student. In the first example, the student
elected to study the genres used by nurses in a hospital. After
conducting interviews and observing the situations in which the
genres are used, the student decided to perform a comparative
genre analysis of the screening forms used by registered nurses
and nurse practitioners. She examined the different rhetorical
patterns of the two genres and then, building on what she had
learned from her interviews, analyzed and demonstrated how
the genres, in their different rhetorical patterns, reflect, on the
one hand, different attitudes about what nurse practitioners
and registered nurses do and cannot do, and, on the other, the
different positions nurse practitioners and registered nurses
occupy within the hospital, including their relation to each
other and their patients.
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In the second, more recent, example, a student studied the
Medical Incident Report that paramedics routinely write after
responding to a medical call. Through interviews, the student
learned that the report records the time of the call, who
responded, the amount of time spent at the scene, as well as
pertinent medical information about the patient and the treat-
ment. In addition, the report serves to record the paramedic’s
performance in the case of potential lawsuits. The student also
learned that paramedics dread writing these reports, going so
far as to trade the responsibility for chores. After moving from
the situation to the text, the student then returned to the situa-
tion through the text. She described and analyzed the report’s
features, including its use of trauma codes and abbreviations, its
compact textual spaces for recording information, and its short
and terse sentences. These features, she argues, invite an imper-
sonal, seemingly unbiased description of the event. Remarkably,
the student concludes that the presence of this genre reminds
the paramedics of what is expected of them. It is one of several
genres that frame how paramedics experience their work. The
student describes this intertextuality as follows:

When the call goes out, the firefighter and paramedics receive the
minimum amount of information over the scanner. On the way to
the scene, the paramedics are already formulating what they may
find, based on what they heard over the scanner. This “seeing”
comes from words. Once on the scene . . . the [paramedic] must
either continue with the preexisting plan, or throw it out based on
what they can see. When writing the[report], the paramedics know
that they are doing so in order that others not present at the inci-
dent will be able to “see” what happened and therefore make judg-
ments on the patient’s behavior, treatment, and how well the
paramedics responded.

Through genre analysis, the student in this case has used the
genre of the Medical Incident Report to gain access into the com-
plex, multitextured world of paramedics, and to describe how this
textured world frames the way paramedics see and are seen.
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Once students and I establish that genres can tell us things
about those who use them, and after students have had a
chance to analyze a genre of their choosing, I have then
instructed students to form semester-long groups, each adopt-
ing a specific academic discipline (for example, an economics
group, a chemistry group, a psychology group, and so on).
Working in groups, students study the discipline through its
genres. They interview faculty and students in the discipline to
find out what sorts of texts they write and what function writing
serves. They then collect sample genres from the discipline,
and, working individually, each student analyzes one of the gen-
res following procedures I have described above. Based on that
analysis, students then establish a claim about what the genre
reveals and then write an argument essay that presents and
develops that claim with evidence from the analysis.4

Genre analysis gives rhetoric a central focus in FYW courses.
Rather than having students write about topics such as race,
gender, gay rights, the environment, animal rights, flag burning,
the death penalty, the media, and so on (important topics all), we
can encourage students instead to write about how different
genres position writers to write about these topics—to write, that
is, about writing: how genres affect writers’ rhetorical choices,
what genred desires might be motivating these rhetorical choices,
what attitudes are embedded in writers’ rhetorical choices, how
rhetorical choices affect meaning, and so on. Students still write
arguments, but these arguments are about writing, about the
rhetorical choices writers make and how their genred positions of
articulation organize and elicit these choices. Indeed, which
genre my students choose to study is not as relevant as what they
learn about invention by analyzing and writing about it.
Invention, as I have defined it, takes place within and grows out of
such a rhetorical awareness. We can make the teaching of inven-
tion a great deal less mysterious if we base it in a process of genre
analysis that allows students to inquire into and position them-
selves within the discursive and ideological frameworks of genres.
This is how I propose we teach invention in FYW courses.

R e - P l a c i n g  I n v e n t i o n  i n C o m p o s i t i o n 163



Through genre analysis, we can teach FYW students to recog-
nize how rhetorical habits are dynamically connected to disci-
plinary habitats.5 As advocates of WID argue, this recognition
should go a long way in dispelling some of the guesswork and
mystery that students so often experience while writing. In my
classes, students learn that when they write in a certain genre,
they are participating in a textured site of action, which means
they are engaging in certain desires which underwrite certain
commitments, subjectivities, relations, and practices. If they are
able to begin identifying what these desires are—that is, if they
are able to analyze how these desires are rhetorically consti-
tuted—then they will be able to invent themselves and partici-
pate in the genred sites of action more meaningfully and
critically as writers, as we saw in the examples of the social work
student learning to write an assessment report in chapter 4, and
the FYW students navigating between the textured worlds of the
writing prompt and student essay in chapter 5. An explicit
knowledge of genres can lead students to make more effective
rhetorical decisions because they will have a better sense of
what purposes their rhetorical choices are serving. That is,
rather than guessing, they will be more likely to predict the
effects of their rhetorical strategies, including the position they
will need to assume in order to produce these strategies.
Through genre analysis, then, we not only make students aware
of different rhetorical conventions and what they reveal, but we
also make students aware of how these different conventions
position them as writers, the kinds of positions they need to
assume as they reproduce these conventions. Such analysis
allows students, to borrow a phrase from Victor Villanueva, to
achieve a kind of critical cultural literacy (1993) in which they
learn the rules of the genre game and participate in it at the
same time. This can be empowering for students.

Because writing is not only a communicative but also a social
act, involving communicants in social relations and actions, it
necessarily involves a process of repositioning. Individuals, for
example, become social workers, patients, and students in part
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by learning how to position themselves rhetorically within such
genres as the assessment report, the PMHF, and the syllabus.
Invention is the process through which writers locate themselves
within these genred positions of articulation. Invention and
repositioning go hand in hand. For this reason, some critics of
the explicit teaching of genre argue that it is impossible to study
and teach genres outside of their disciplinary habitats, since to
write genres effectively requires not just formal knowledge of
their rhetorical features but also social knowledge of their disci-
plinary assumptions (see Giltrow and Valiquette 1994). In addi-
tion, they argue, since we learn to write genres tacitly as part of
being and acting in a certain discipline, teachers cannot expect
students to learn genres in the artificial context of the classroom
(see Freedman 1993a; 1993b). Certainly, as FYW teachers we
cannot possibly initiate our students into the various disciplinary
genres of the university, let alone the various professional genres
they will encounter outside the university. We have neither the
time nor the expertise to do so. What we can do, however, is
teach our students how to become more rhetorically astute and
agile, how, in other words, to use genre analysis as a way to
become more effective and critical “readers” of the sites of
action within which writing takes place. Such an analytical skill is
transferable and does not require immersion in disciplinary cul-
tures. In many ways, it is a skill our students already possess,
since to survive as social beings we must all possess at least a
modicum of rhetorical awareness. When they enter a room,
especially an unfamiliar room, for example, most students first
survey or “scope out” the scene. They first analyze who is in the
room, how different people are dressed, how the room is struc-
tured, who is talking to whom, in what way, on what subject, and
so on. Such an analysis of the scene enables them to position
themselves and participate within it more effectively. Students
are already rhetorically perceptive and adjust at times with
uncanny ease from one discursive and ideological context to the
next—from their dorm lives to their classroom lives to their
family lives and so on. As teachers of writing, we can build upon
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these skills by teaching students that genre analysis (the process
of “reading” a site of action as it is rhetorically embedded in its
genres), invention (the process of positioning oneself within
these genred sites), and social activities (the choices a writer
makes and their effects within these genred sites) are connected
in the act of writing.

Unfortunately, most students have not been taught to under-
stand writing as “one of the activities by which we locate our-
selves in the enmeshed systems that make up the social world”
(Cooper and Holzman 1989, 13). They do not see writing, par-
ticularly academic writing, as being as socially embedded as the
rest of their discursive lives, and so do not bring their rich social
and rhetorical skills to bear on their writing. This is due in part,
I think, to the way that invention continues to be taught largely
as a private act in many FYW courses. However, if we can teach
students to recognize and write about how “the enmeshed sys-
tems that make up the social world” are rhetorically embedded
within genres—if, that is, we can help students recognize that
genres are very much like rhetorical and social spaces (or
topoi) they locate themselves and participate within—then we
can go a long way towards helping students more effectively and
critically to invent themselves and participate as writers within
the various disciplinary scenes of the university. Such a recogni-
tion grounds writing instruction not only in the processes of
textual production, but also in what texts do in the world—their
function and effects. This kind of rhetorical approach teaches
students how to write by first teaching them how to place them-
selves within the different enmeshed systems that are reflected
and maintained textually in different genres.

At the same time as it helps connect FYW and WID, a genre-
based writing pedagogy also justifies the place of FYW in
English. We do not need to be social workers or scientists or
doctors to know how to inquire into assessment reports, lab
reports, or Patient Medical History Forms. As scholars and
teachers of English, we are, more than anything else, experts in
language use: what language does, how it does it, to what ends,
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where, when, and why. As a result, we are uniquely qualified to
teach students how to inquire into various disciplinary and pro-
fessional genres, in some ways perhaps even more so than those
who use them on a daily basis (see C. Miller 1999; Maimon
1983). As Richard Coe has written, “genres embody attitudes,”
but since “those attitudes are built into generic structures, they
are sometimes danced without conscious awareness or intent
on the part of the individual using the genre” (1994a, 183). By
moving a genre from its context of use to the analytical space of
the FYW course, genre analysis enables teachers and students to
temporarily make conscious, scrutinize, and practice the
unconscious attitudes that are embedded within genres.

My goal in using genre analysis in FYW is not the acquisition
of disciplinary knowledge per se. My goal, rather, is to encour-
age students to understand invention as rhetorically grounded,
so that invention involves a process in which writers (re)position
themselves and participate within discursive and ideological for-
mations.6 In short, I use genre analysis as an invention tech-
nique, a heuristic which does not so much ask students to
imagine themselves as the starting point of writing as it encour-
ages them to write by inquiring into and then situating them-
selves within genred positions of articulation. As situated topoi,
genres thus serve as the loci of invention, the habits as well as
the habitats for acting in language. In fact, I am continuously
surprised at how astute students are in recognizing the positions
of articulation embedded in the genres they study. One student,
whom I cited in chapter 4, revealed how the PMHF constructs
the patient as an embodied object; others analyzed how wedding
invitations rhetorically position the bride as property, how differ-
ent genres within a hospital locate registered nurses and nurse
practitioners into different positions, how different grade
reporting genres (from traditional report cards to the more
recent grade continuums) position students as different kinds of
learners, and so on. Most importantly, students recognize how
these positions are constructed rhetorically within the genres
they study. They may never become doctors or social workers or
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teachers or brides, but they have learned something valuable, I
think, about how writing works to make these positions possible.
This knowledge can travel with them to any genred space they
encounter. I consider such knowledge of genre as central to a
knowledge of invention, the first step in helping writers learn
how to position themselves and participate meaningfully and
critically within different genred sites of action.

Once students are done practicing genre analysis, I have at
times asked them to write some of these genres, thereby moving
from analysis to production of texts. Again, I confess I am less
concerned with what genres students write, and more con-
cerned with how they rationalize their rhetorical choices when
they write these genres. For this reason, I require students to
submit a rationale along with their written genres. In this ratio-
nale, students essentially make an argument on behalf of their
rhetorical choices as these are informed by what they have
come to know about the desires, subjectivities, relations, and
practices embedded in the genre. This rationale becomes espe-
cially significant in those cases where students choose to resist
and or transform a genre based on what they have learned
about it. In such cases, students can explain which genre fea-
tures they have chosen to resist and why, thereby speculating on
the effects and consequences of their changes. This sort of
metarhetorical skill can help students navigate what Lovitt and
Young have described as “the rhetorical and social realities of
either academic or nonacademic writing” (1997, 116). Indeed,
this is the sort of skill that I think Frances Christie refers to
when she writes, “Learning the genres of one’s culture is both
part of entering into it with understanding, and part of develop-
ing the necessary ability to change it” (1988, 30). Such a
metarhetorical awareness of genre can serve students beyond
the FYW course and into the various writing situations they will
encounter in the university and beyond.

There persists a frustrating assumption that FYW is a content-
less course, that it has no inherent subject. In this chapter, I have
tried to demonstrate that FYW does have a subject; it is writing.
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Writing is the subject of FYW. Not just the process of writing, but
writing itself—what writing does, how it works, and why—should
be the subject of FYW. In other words, FYW should become a
course in rhetoric, a course that uses genres to teach students
how to recognize and navigate discursive and ideological forma-
tions. We can do more to help our students write in and beyond
the disciplines by teaching them how to position themselves
rhetorically within genres so that they can more effectively meet
(and potentially change) the desires and practices embedded
there. Such a pedagogy challenges us to locate invention at the
intersection between the acquisition and articulation of desire
where writers and writing take place. By locating the FYW course
at this nexus, we stand a better chance of justifying both the
course’s relationship to WID and its very existence within the
English department and the university.

C O N C L U S I O N

Since beginnings are continuations, the end of this book is
destined to become the beginning of another. So in that spirit,
let me conclude by returning to the subject of beginnings with
which this book began. In Heart of Darkness, Joseph Conrad
describes what amounts to be such a return, a journey toward
beginnings—the heart of darkness. The narrator, Marlow,
describes his journey up the Congo in this way: “Going up that
river was like traveling back to the earliest beginnings of the
world, when vegetation rioted on the earth and the big trees
were kings” (1988, 35; my emphasis). In some ways, this is a colo-
nialist fantasy that imagines the colonized space as site of origin
for the colonizers’ self-(re)production. But beginnings are a
problem in this novel. First is the question of where or when the
story begins. Does it begin on board the Nellie, the moored sail-
ing vessel on which Marlow begins his narrative? Or does it
begin earlier, with the frame-narrator’s narrative of Marlow’s
narrative? Better yet, does the story begin even earlier than that,
prior to the Nellie and the frame- narrator, with Marlow’s ficti-
tious experiences in the Congo? Or does it begin earlier even, in
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Conrad’s “Congo Diary,” which he kept while he served as a cap-
tain of a steamboat on the Congo? Or does it begin with the
colonialism that brought Conrad to the Congo in the first place
and shaped his experiences there? These questions suggest the
extent to which beginnings always take place in relation to other
beginnings—in the midst of other beginnings. 

Heart of Darkness does not only problematize its own begin-
nings, however; it also questions the very nature of beginnings
as unpreceded origins, as what Edward Said terms “divine”
beginnings. Marlow journeys up the Congo in search of Kurtz,
who signifies an essence of something buried deep in the
“heart” of darkness. Marlow’s is a search for beginnings, for
what Derrida calls a “transcendental signified” (1992, 1118)
represented by Kurtz. But what Marlow actually discovers when
he finally locates Kurtz is that such a transcendent, unified, self-
generated beginning does not exist. What he realizes instead is
that Kurtz is a sign or “word,” so that the scene of beginnings
becomes a scene of interpretation. Beginnings exist as
moments of interpretation, not origination, just like signs only
mean as they are interpreted. Kurtz only means as Marlow inter-
prets him, so that each beginning is an interpretation and a
continuation of another beginning, a series of secular, dialogi-
cal beginnings functioning in relation to one another in much
the same way that Bakhtin describes utterances as “filled with
echoes and reverberations of other utterances” (1986, 91). 

In the same way, I have argued that writers and writing begin
in relation to genres, the discursive and ideological conditions
that writers have to position themselves within and interpret in
order to write. By encouraging student writers to recognize
beginnings as genred positions of articulation, and by teaching
students how to inquire into these positions, we enable them to
locate themselves more critically and effectively as writers within
these beginnings. That is, we teach them how to begin their own
writing in relation to these already existing beginnings.
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need to carry out that rhetorical strategy. As LeFevre
explains, “ethos . . . appears in that socially created space, in
the ‘between,’ the point of intersection between speaker or
writer and listener or reader” (1987, 46). Considered as situ-
ated topoi, genres not only shape and enable how communi-
cants recognize and enact social situations; genres also shape
and enable how communicants recognize and enact their
ethos or subjectivities within these situations.

2. With the increased use of computer technology in education,
especially networked classes and distance learning, this claim
becomes less generalizable. If anything, though, the emer-
gence of the “virtual classroom” only strengthens my claims
about genre and the classroom that follow.

3. It is worth noting that the FYW classroom is no more artificial
than Epcot is “artificial” when compared to the “real”
Florida. As I discussed in chapter 4, Epcot is as complex a
rhetorical ecosystem as any wilderness-designated area. Both
are rhetorical constructions, ways we define, conceptualize,
and behave in our environments.

4. For this analysis, I randomly collected fifteen syllabi from col-
leagues at a research university and from published teaching
guides. All the syllabi are from FYW courses, and reflect a bal-
ance between experienced and new teachers.

5. The examples I analyze in this section are culled from my exam-
ination of fifteen randomly collected writing prompts from
experienced and new teachers of FYW at a research university.

6. I reprint this and the following student excerpts as they
appear in the students’ essays, errors and all.

N O T E S  O N  C H A P T E R  S I X

1. Certainly, a great deal has happened to mark the return of
rhetoric since the FYW course was first developed at Harvard
in 1874. Fred Newton Scott at the University of Michigan
fought and was successful for years during the early part of
the twentieth century in maintaining a program in rhetoric,
producing some of the country’s only Ph.Ds in rhetoric. And
the 1960s witnessed what James Berlin (1987) and others have
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referred to as a renaissance of rhetoric—what Ken Macrorie,
then editor of College Composition and Communication, dubbed
the “new rhetoric” in 1964. In fact, at the 1963 Conference on
College Composition and Communication, the “Rhetoric in
Freshman English” workshop, led in part by Wayne Booth,
Virginia Burke, Francis Christensen, Edward P.J. Corbett, and
Richard Young, passed the following two resolutions:
“Resolved, that rhetoric, generally conceived as effective adap-
tation of writing skills to particular ends and/or audiences, be
accepted as an integral part of the freshman course” and
“Rhetorical principles should be the organizational principle
of the freshman English course and the evaluating criteria for
grading student papers” (qtd. in Connors 1997, 206). Yet,
while the rhetorical turn has had a significant effect on the
increased interest in rhetorical theory in literary and nonliter-
ary studies as well as the sciences over the last forty or so years,
and while it has played a major role in helping establish com-
position studies as an academic, not just a teaching, subject, it
did not have as great an impact on writing instruction. As
David Fleming has recently argued, the revival of rhetoric
remains a scholarly phenomenon, one marked by “relative
failure at the level of undergraduate education” (1998, 169).

2. I am aware of what post-structuralist theories have taught us,
that we cannot escape structure even when we try to observe
or even critique structure. There is no structure-free stance,
and I do not presume such a stance for FYW. I do argue, how-
ever, that its position within English departments (which
share, if anything, a focus on critical language study) affords
the course the kind of rhetorical vantage that can position it
within a structure while allowing it to observe what Derrida
has called the structurality of that structure (1992).

3. Amy J. Devitt, Mary Jo Reiff, and I describe and develop these
steps in much greater detail in a composition textbook we are
currently completing tentatively called Scenes of Writing: Genre
Acts (forthcoming, Longman), a book that teaches students to
read and write their way into different scenes of writing—
academic, public, and workplace—through their genres.
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4. Before students write their argument essays, I lead the class
in a collective genre analysis of the argument essay, in which
we use the guidelines for analyzing genres to identify and
interrogate the goals, values, and assumptions embedded in
this FYW genre and the position it invites them to assume in
relation to the subject matter. This allows the students and
me to examine what it means to make academic arguments.

5. For more arguments on behalf of the explicit teaching of
genre in writing courses, which involves exposing the formal
and rhetorical features of genres and articulating their
underlying social motives and assumptions, see, for example,
Christie (1988); Fahnestock (1993); Lovitt and Young
(1997); Maimon (1983); and Williams and Colomb (1993). 

6. I want to emphasize here that my pedagogy does not aim for
assimilation into genred sites of action; it aims, rather, for a
critical understanding and participation. I have discovered
that as students begin to uncover the desires, subjectivities,
and activities embedded in a genre’s rhetorical conventions,
they not only develop the ability to reproduce the genre
more effectively; they also develop the desire to change it.
Teresa Tran, for example, who studied the PMHF in my
course, recognized something empowering in genre analysis
when she used it to uncover how doctors rhetorically and
materially treat patients as embodied objects. She insisted
that when she became a doctor, she would lobby the
American Medical Association to change the PMHF under
the assumption that a change in the genre’s rhetorical fea-
tures would result in a change in the social practices these
feature make possible. Indeed, genre literacy and critical lit-
eracy go hand-in-hand.
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