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CALL FOR PAPERS FOR THE 
MINNESOTA ENGLISH JOURNAL 

For the Winter/Spring 1992 and the Fall 1992 issue. 

We encourage articles on wide variety of topics of interest to the English 
profession in Minnesota. Here are some suggested topics: 

• Teaching strategies/classroom activities 
• Rhetoric/teaching composition 
• Language issues 
• Literary theory 
• Composition research 
• Literary criticism/ analysis with an awareness of teaching 
• Censorship issues 
• Teaching critical thinking 
• Discussions of unique courses or programs in English/ 

Language Arts 
• Reading - research and pedagogy 
• Nonfiction literature 
• Professional issues 
• Writing across the curriculum (particularly descriptions of 

programs) 
• Canadian literature for American students 
• Bibliographies relating to the previous topics 
• Review of current books 
• Children's literature 
• American literature 
• British literature 
• World literature 
• Literature for young adults 

Deadlines - Winter/Spring, 1992 - December 15, 1991 
Fall, 1992 - September 15, 1992 

We encourage teachers of English/Language Arts at all levels to submit 
their work to the Minnesota English Journal for possible publication. 
See the editorial statement on the inside back cover for further 
information. 

Send manuscripts to: 
John Schifsky or Nancy Lund 
Department of Languages and Literature 
College of St. Scholastica 
1200 Kenwood Avenue 
Duluth, MN 55811-4199 
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TO OUR READERS: 

The Achievement Awards in Writing are conferred by the National Council 
of Teachers of English to recognize the accomplishments of high school 
juniors as writers. Winners must demonstrate ability at writing under two 
different sets of conditions: they must offer a piece of their "best writing," in 
any form or genre, drafted and revised over whatever time seems necessary; 
and they must write a short essay, completed under supervision within 
seventy-five minutes on a subject set by the Achievement Awards Advisory 
Co~mittee and responded to by all candidates for the awards in any 
particular year. Students from Minnesota high schools who received an 
Achievement Award in Writing are: 

Gina Anderson, Anoka Senior H.S., Anoka 
Lisa Berman, Edina H.S., Edina 
Erika Diemert, Brainerd Senior H.S., Brainerd 
Jennifer Imsande, Brainerd Senior H.S., Brainerd 
Andrea Key, Hopkins H.S., Minnetonka 
Maria Lindstrom, John Marshall H.S., Rochester 
Nathan Markell, Eagan H.S., Eagan 
Lynda E. Oien, Mahtomedi H.S., Mahtomedi 
Justin Olson, Thomas Jefferson H.S., Bloomington 
Colleen O'Shaughnessy, Convent of the Visitation, Mendota Heights 
Divya Srinivisyan, Hopkins H.S., Minnetonka 
Karin Stangler, Burnsville Senior H.S., Burnsville 
Joshua Vessey, Edina H.S., Edina 

The State Coordinator for the NCTE Achievement Awards is Lois Anderson 
from Edina Senior High School. Our congratulations to this year's winners 
and to their teachers who worked so closely with them. 

Complimentary copies of Braided Lives: anAnthology ojMulticulturalAmeri
can Writing were sent to every secondary language arts teacher in the state. 
T~e book is the product of a first-time joint publishing effort by the 
Mmnesota Humanities Commission and the Minnesota Council of Teachers 
of English. Initial response to the text is positive and the regional conferences 
dedicated to presentations and discussions about the book have been well
attended by interested teachers. In the next (Spring 1992) issue ofMEJ, we 
will publish an extended review of Braided Lives. 

iii 



The Rhetoric of Cultural Diversity 
by 

Donna Gorrell 
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The popular press, especially that on the conservative side, is challenging 
cultural diversity initiatives on college campuses. The New Republic devoted 
an entire issue to the subject, with a feature article by Irving Howe defending 
the literary "canon." It also included a castigation of the multicultural 
programs at Duke University, the University of Texas at Austin, Smith 
College and others; a satiric "mea culpa" essay by a doctoral candidate at 
Harvard; a statement by the conservative National Association of Scholars 
(N.A.S.); a list of interdicted words for politically correct (P.C.) journalism; 
and more. "Campus reports" from several schools-including Wisconsin
Madison, Yale, and Oberlin-describe university initiatives and student 
backlash. Students not protected and favored by new legislation ad policies, 
the reports go, are reacting with racism, sexism, and other forms of hatred 
toward those groups who are so favored. "Multiculturalism," states an 
editorial article, is "neither multi nor cultural. In practice, its objective is a 
unanimity of thought on campus that, if successful, would effectively end 
open exchange." True multiculturalism, the article goes on, would "set no 
borders to texts and ideas, histories and cultures, lives and images, from 
worlds alien to our own" (5-6). The Republic's position is that affirmative 
action in admissions and hiring and a multicultural curriculum do not 
lessen the real problems ofracism, poverty, dependency, and crime that are 
the true injustices in our society. 

In a feature article by Dinesh D'Souza, a research fellow at the American 
Enterprise Institute, The Atlantic Monthly takes a similar position: "Young 
blacks, Hispanics, and other certified minority-group members in whose 
name the victims' revolution is being conducted are the ones worst served 
by the American university's abandonment of liberal ideals" (79). Treated 
not as individuals but as members of a group-individual is becoming a "red 
flag term" (55)-these students are denied personal identity and sense of 
accomplishment. D'Souza, in this excerpt from his controversial book 
illiberal Education: The Politics of Race on Campus, links deconstruction as 
a literary theory with multicultural initiatives, especially at Duke. If texts 
have no meaning of themselves, he paraphrases the doctrine, then there is 
no canon and all works may be included in the curriculum. D'Souza sees 
fundamental changes taking place in American universities: 'These are 
changes in the intellectual and moral infrastructure of the American 
university, not in its outer trappings. They involve not only race relations 
or social relations of other kinds but the very substance of the curriculum, 
the nature oflearning, and the meaning of knowledge. Within the tall gates 
and old buildings a new world view is being consolidated" (52). 
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In a final example of this examination by the popular press, Time magazine 
sees "a literature class that equated Shakespeare and the novelist Alice 
Walker" and "a society in which some of the teachers reject the very ideas of 
rationality, logic and dialogue as the cornerstone assumptions oflearning
even when discussing science" (66). Like D'Souza and the editors of New 
Republic, Henry views the changes on campus as long-term and permeating 
other levels of education. "In the process," he concludes, "the American 
tradition of tolerance in diversity, an uneven tradition at best, may be 
strained as rarely before" (69). If these writers are extremists in their 
criticisms of the campus scene, universities would do well to examine 
multicultural initiatives for the presence of political extremism there too. In 
striving to broaden education from a restricted European base, we may 
indeed overlook what we are about. Broader representation, conceded by 
most critics as desirable, does not necessarily rely on an assumption that 
"Western values are inherently oppressive, that the chief purpose of educa
tion is political transformation, and that all standards are arbitrary" (Atlantic 
51). In Minnesota, as in other parts of the country, our students are rebelling 
against restrictions and requirements aimed at diversity. Like a student 
quoted in English Journal, they ask, "Why do we have to learn about China?" 
(Olds 20)-or read African-American or women's literature? Their questions 
represent a backlash by those students not included in the newly favored 
groups. This backlash is a problem. Those students who are part of the 
favored groups are another part of the problem. Both sides are victims of 
oppression, as Barbara Ehrenreich reasons in an essay responding to 
multiculturalism's critics; we are all victims of monoculturalism, a "narrow 
and parochial" education "that left us ill-equipped to navigate a society that 
truly is multicultural and is becoming more so every day" (84). 

The current reactions to cultural diversity initiatives--from students, fac
ulty, and the popular press-may stem from the fact that the turmoil on 
campuses represents an intermediate stage of transformation. In an essay 
on the introduction of works by women writers into the literary canon, Mary 
Kay Tetreault describes five phases of the feminist evolution that I think can 
be applied also to the multicultural evolution in education: first she 
identifies a "male scholarship" phase, when the "absence of women is not 
noted"; then there is a "compensatory phase," when the work of women is 
considered "exceptional"; then a "bifocal phase," when there is an effort to 
include women writers, with a "focus on women's oppression and misogyny"; 
then a "feminist scholarship phase," in which "women's activities, not men's, 
are the measure of significance"; and finally a "multifocal, relational" phase, 
characterized by a "gender-balanced perspective" (372-374). I believe that 
Tetreault's model has implications beyond identifying the present state of 
women's scholarship in the literary canon; I want to suggest it as a model 
for describing the broadening of all curriculums. 

Like women's scholarship, minority and multicultural literature is at some 
intermediate stage of introduction. On most college campuses, we have left 
behind the monocultural phase and perhaps even the second, compensa
tory, phase. In most cases, we are probably still functioning at a bifocal 
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phase, characterized by our efforts to include multicultural writing and 
history, though some of us have proceeded to a multicultural scholarship 
phase in which multicultural literature is valued for itself. The current 
popularity of specialized multicultural anthologies is evidence that most of 
us are not ready yet for a multifocal, balanced phase in which multicultural 
literature is simply accepted as part of what we do and are about. Only when 
a "holistic view of human experience," in Tetreault's words (372). takes over 
can we expect to see an end to resistance. In the meantime, we need to deal 
with the resistance. 

Sameness and difference are basic to human life. We are all like one another, 
yet we are all different. As in the analogy of the Stevie Wonder and Paul 
McCartney song, we are all side by side on a keyboard-each alike in relation 
to the whole but each different as discrete parts of that whole, In our joint 
contributions to the whole, we can create harmony or discord. Cultural 
diversity emphases seem to focus on either sameness of difference: to value 
the cultures of others because on this globe we are all one, and under the 
skin are all the same, or to value the cultures of others because we can 
benefit from the difference. 

In an English Journal essay on "Sameness and Difference," Jerry L. Martin 
of the National Endowment for the Humanities deals with this issue. Plato, 
he says, speculated that sameness and difference are the fundamental 
categories of thought. Martin compares life today with that of Homeric 
society, declaring that we are widely different in terms, not only of technol
ogy, but of what we value in life. Yet we are still the same; as humans, we 
share certain features that are not common to other beings-the capabilities 
for reflection on the past and projections of the future, the ability to reason. 
If we shared nothing with Achilles, says Martin, we could learn nothing from 
him. "For a moment we can become Achilles and enter his world" (19). 

Martin asks the question fundamental to the study of diverse cultures: "Why 
does the emphasis on Difference matter?" (19). It is not enough to say that 
other cultures and ideas are interesting, nor is it satisfying to think they are 
intrinsically superior. What makes it important for us to know them and 
understand them is that as human beings we have that capacity, and to deny 
it makes us "prisoners of the present moment, of the present place. We 
must," says Martin, "have the capacity to enter foto other worlds-imagina
tively-if we are to conceive and to create our own world" ( 19). Difference can 
become sameness. We know ourselves by knowing others. 

Martin's reasoningjustifies incorporating cultural diversity into our worlds. 
Whoever we are and however we construct our realities and whatever ideas 
we espouse, there are other people, other realities, other ideas that can 
broaden who we are and what we think. The rationale that by understanding 
others we better understand ourselves, that knowledge of other worlds can 
expand our worlds, responds to the student complaint that they see no good 
reason for reading the writing of women or of people of color. The standard 
response is that this reading will expose them to the varieties of people they 
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will encounter after they leave this little cocoon of a predominantly white 
middle-class university and enter the business world where diversity may be 
years ahead of that of academia. The response of the human~t~es-of the 
dialectic between sameness and difference, between the unfamiliar and the 
familiar, between, in the words of Martin, "the Achilles who lies dead and 
silent on the windy plains of Troy and the Achilles who through Homer 
speaks to us across the ages still" (19)-is a more fitting reply. Through 
reading, we can become Achilles and enter his world. 

We tend to favor sameness. Sameness is comfortable. Sameness is 
comforting. Sameness is necessary. To engage our students in the 
difference of other cultures and ideas requires more than adopting a cross
cultural textbook or including on our syllabus the writings of Bell Hooks and 
Mary Wilkins Freeman. Even so, students in central Minnesota do not hav:e 
closed minds. They are not, despite the Garrison Keillor myth and predomi
nance of blue eyes and blonde hair, all the same-"above average" or 
whatever. To meet their willingness to learn, I suggest that we study the 
rhetoric of cultural diversity, that we first examine the rhetorical situation 
of introducing it onto the freshman composition classroom and then explore 
ways of engaging it. 

Lloyd Bitzer's paradigm of the rhetorical situation is appropriate here-a
situation comprising an exigence, an audience, and constraints. Rhetorical 
situations, says Bitzer, are ubiquitous; they are occasions for addressing an 
audience in response to a particular need, such as supporting a colleague's 
motion in a business meeting or answering a teacher's query in a classroom. 
Many, perhaps most, of these situations expire because no one respo:r.i.ds to 
their exigence. The situation survives only of a writer/ speaker enters it and 
becomes a part of it. This entry alters the nature of the situation. 

TEXT 

EXIGENCE 

AUDIENCE 

Figure 1. The rhetorical situation 

As the writer/ speaker responds to the exigence, acknowledges the audience, 
and accepts the constraints, in the process producing text, the paradigm 
approaches the familiar ethos-pathos-logos communications triangle. The 
original exigence-audience-constraints paradigm remains at on~ angle 
(pathos), the newly entered writer is at another (ethos), and the resultmg text 
completes the pattern (logos). 

WRITER 
EXIGENCE 
AUDIENCE 

CONSTRAINTS 
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Figure 2. The communication triangle 

The freshman composition classroom offers many such rhetorical situa
tions. Let's attempt a description of the one at issue here. Its exigence is the 
c~l for an infusion of cultural diversity on Minnesota's predominantly white 
middle-class campuses and, more specifically, in English classes where the 
"canon" of readings has evidenced only tokens from writers who are women, 
~l~ck, ~erican Indian, Asian, homosexual, and otherwise culturally 
different from the norm. On the assumption that difference is a beneficial 

balance to sameness, cultural diversity initiatives promote such infusions. 
But this exigence is not necessarily shared by the audience. Our students 
are generally unaccustomed to the authorial voice of women, blacks, 
American Indians, and so on. To accept that these voices speak with as 
much authority (to use a pun intentionally) as the familiar canonical voices 
and, moreover, to lend credence to the unfamiliar viewpoints of these voices 
require some groundwork, a matter I'll return to later. ' 

The constraints may vary according to the classroom. The increasing 
nuI?-be: ?f culturall)'." diverse textbooks has lessened the constraint of ready 
availability of matenal. These reader-textbooks differ from one another in 
p~rpos~ and quality. but to~ether offer various selections for reading, 
discuss10n, and wntmg assignments. Another constraint may be the 
makeup of the class. The numbers of native Americans, African Americans, 
wom~n, ~?soon will ~nfluence the class's receptivity to diverse readings 
and its willmgness to discuss them. The teacher's orientation may be still 
another constraint. There are some who believe that only women can 
authoritatively teach women's literature, only blacks African American 
lite:ature, and so on. While there is some merit to this position, it seems 
entirely reasonable that men can read and teach women's literature with 
understanding and sensitivity and Caucasians, African American literature. 
To deny that such is possible would undercut the whole reason for 
incorporating culturally diverse readings into a writing or literature class
that is, to promote an understanding of another culture and thereby 
unders~and ourselves better. I won't attempt to exhaust all possible 
constramts; however, the teacher wanting to add cultural diversity to a 
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course ought to first consider what th~se co~straints :i~t ~~~~[o;:'~i 

rhetorical situatio?; the. theacher ~eeti~1e~::=~~n:traints in relation 
multicultural readmgs mig t examme au 
to one another. 

kn 1 dg· g the mutuality of likeness 
Bridging the gap of difference and ac owe m b t t· 1·ty,, i·n the lan-

. f ""d t•fl t· n" and "consu s an ia 1 , 
has reverberat10ns o i en 1 l~~ 10 . B k is more than a means 

guage of :e~:~~sB~:~i~~e;~~~~rti~-~~:rt ~; t~~ audience on order t
1
o 

to an en - , . din itself "as when people earnest y 
persuade the audience. Ilt is al~~:n e;e group ~r other " the identification 
yearn to identify themse ves Wl so • · · ' ("Rhetoric" 63) 

~:~!:gxpt~:i~s t~!~~f i:~i:~~ t;~~e;~~dti:tfifi~d~s~otih~~Bolleaguel:b!~gt 
t · · d A 1s t en i ie WI • · · · 

insofar as their int~re.s s are J~.1~~ ' , with a person other than himself. 
identified with B, A is subst~ ia ~ one To identify A with B is to make 
Yet at the same time he remams u1:1que .... 
A 'consubstantial' with B" (Rhetonc 20) • 

INTERESTS 
INTERESTS 

~---- _____ ,.,,;, -- - ----~ .-<.. ---- ----
A 

B 

Figure 3. Consubstantiality 

It seems, however, that to identi~ oneseulfltWlur.teh Tanh1?st~~ f:~ ~~y~:o~~:\;~ 
t frst know one s own c . , , 

~~!t;.~~~~~nt1~:i~i~~~~~~c:1t~~~;ak~~:~:s~;le~~i1i~~~~':id:~-o~i:r 
fam1har are ey Wl . h t engage in what Paulo Freire calls 
cultur~s, ~hef ~ay first av~ o awareness of their own culture. For 

:~~:a~~:;~~~
1
~~~b:~a~~~~

1

~cither t:~::~~:i;;~~c~~~!t;!i~i~~t:h~~:~;e~~ 
analyze their re~1ty, to beco;ne ~r . ·tuation" (Shor 225). Freire distin
and to take act10n to trans o~ err s1 d culture or options saying that 
guishes betwe~n nature, or gi~en l~~~t:e (Shor 6 5). So that bis students 
culture som~times mahsquera essea ries of pictures that generate discussions 
can tell the difference, e uses a 
about the differences between nature and culture. · 
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Practice: 

Discussions of cultural diversity might well begin with a heightened 
awareness of our students' own culture. To develop this awareness, we 
might have our students write for ten or fifteen minutes about the 
cultural influences ori their lives, such as family, school, national 
background, sex, and race. Then for several minutes they discuss their 
culture with a class partner, identifying who they are in terms of the 
cultural influences they wrote about and what the major influences on 
their lives have been. They would answer the question, "What does it 
mean to be X?" Working in pairs, they do more than conscientize their 
own culture; they also realize the similarities and differences in the 
culture of their classmates. At this point, they are ready to read an essay 
or story selected for its difference from the dominant culture. With their 
partners, students then discuss how their cultural backgrounds influ
ences their reading. Finally, they take pen in hand again, this time to 
explore how their reading might have altered given one difference in their 
own background, such as sex, race, or age. Imagining themselves in the 
new role then, they reread the essay. 

Students could engage in other activities to reinforce the insight that the 
way they perceive the world is determined by who they are-by all the 
factors that make up their social, cultural, family, educational, and 
personal background. Their perceptions are as unique as their finger 
prints. There is therefore no single way of seeing or understanding 
something. If there is an absolute truth, no one knows what it is. To 
reinforce this point, a teacher might place an object in the center of the 
room and have the students, seated on a circle around the room, write 
descriptions of the object and then read their descriptions. Students on 
one side of the room have not seen what their classmates on the other 
side of the room have seen. They can discuss influencing factors other 
than position, such as prior knowledge of the object, visual handicaps,and 
lack of vocabulary. 

The ideas of psychologist Carl Rogers neatly complement those of Kenneth 
Burke in explaining the rhetoric of multiculturalism. Both Burke and 
Rogers see identification as a tool of persuasion, as genuine communication 
and understanding, and as a catalyst for change in both persons. Whenever 
we sense a threat to our integrity or identity, claims Rogers, we stiffen our 
position, resisting change. "The major barrier to mutual interpersonal 
communication is our very natural tendency to judge, to evaluate, to approve 
or disapprove, the statement of the other person, or the other group" (616). 
What we must do instead is to enter the other person's world-so that "I can 
really understand how he hates his father, or hates the university, or hates 
communists," says Rogers. We must "see the expressed idea and attitude 
from the other person's point of view, to sense how it feels to him, to achieve 
his frame ofreference in regard to the thing he is talking about" (617). With 
the practice of his procedure for identification, Rogers speculates an end to 
wars and other conflicts. 
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The procedure follows a simple rule: "Each person can speak up for himself 
only after he has first restated the ideas and feelings of the previous speaker 
accurately, and to that speaker's satisfaction" (618). Not only does the 
institution of the rule have the immediate cooling effect of slowing the 
argument; more to the point here, it permits one party to appreciate the 
position of the other. As a caveat, Rogers emphasizes another possible effect: 
"If you really understand another person in this way, if you are willing to 
enter his private world and see the way life appears to him, without any 
attempt to make evaluative judgments, you run the risk of being changed 
yourself. . . . . The risk of being changed is one of the most frightening 
prospects most of us can face. . . . Most of us ate afraid to take that risk" 
(618). 

Perhaps our students understand this risk-and are unwilling to face it. To 
break out of monoculturalism is to risk change. Sameness is comfortable; 
difference is not. In Rhetoric: Discovery and Change, Young, Becker, and 
Pike propose reducing the threat by showing that the two sides "are similar 
in relevant ways" (280). 

Practice: 

To make the challenge of change less threatening, let's introduce our 
students gradually to Rogers's procedure for understanding differences. 
Every student brings a "cultural artifact" to class: a credit card, a soft 
drink can, a computer disk, a granola bar-anything that represents the 
student's culture in some way. With a partner, each student discusses 
the cultural significance of the artifact; then the partner repeats the 
ideas and feelings he or she has heard: " I understand you to say that 
this dog collar represents your devotion, responsibility, and servitude 
toward your pet and on a broader scale the obsession of American society 
with household animals." Once the student with the artifact is satisfied 
with the restatement, the partner shares his or her artifact and the 
procedure is reversed. Finally, the two discuss representativeness of the 
two artifacts and how they overlap on their representation. In this 
sharing of identity and integrity, students come to value another 
perspective for its similarities and differences with their own. 

This introductory exercise can be followed by the reading of an essay or 
a story-out loud by the teacher or a student--from a writer in a culture 
different from that of the students. After the reading, students take 
about five minutes to write what they heard on the essay or story-the 
writer's ideas, feelings, and beliefs. Students discuss their responses, 
then read the piece silently to attain a deeper understanding of the 
writer' experience and intention. A second five- or ten-minute writing 
focuses on what students perceive as most significant in the essay or 
Lory. 
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Each of us is more than a member of a group. We are individuals who fill 
diverse roles. Young people still trying to define and discover who they are 
sometimes overlook the fact that they are each many people: children, 
siblings, same-sex friends, opposite-sex friends, employees, Greek brothers 
or sisters, classmates, and so on. All these roles are legitimate, yet they are 
different, even in a single individual. Our students may be able to appreciate 
diversity of and within other cultures if they realize how diverse they 
themselves are. Our roles change as the rhetorical situation changes
different exigence, constraints, and audience; moreover, our roles change 
over time. What was once an appropriate role is no linger suitable. What 
was once appropriate when monoculturalism and dominant sexism were the 
norm is no longer suitable. To continue in a narrow role with a limited view 
is harmful most of all to oneself. 

Practice: 

In groups, students discuss the difference between two roles (such as 
home/school, party/class, friends at home/friends at school, school/ 
work) and how they know what features are appropriate for each role and 
what happens when they assume inappropriate features. Following the 
small-group discussion is a full-class analysis of the diversity of social 
roles: How do we know how to act and speak in given situations? Is there 
a rule book? (Sometimes there is: etiquette guides, protocols, dress 
codes, language codes, and so on.) Do we know by intuition? Then what 
is intuition? (I call it a sixth sense based on the other five, a shortcut in 
thinking that applies to a new situation what we have learned in the 
past.) Do we know by observation? 

Here are three situations for students to discuss: (1) You need to decide 
what to wear to an outdoor reception at the lakeside home of the 
president of the university so that you can accept the school's student
of-the-year award. The question is not whatyou decide to wear but how 
you decide. What do you do? (2) You need to write an editorial for the 
school paper on the pros and cons of affirmative action. What role will 
you assume, and how do you decide on the features of that role? (3) As 
a college student, how has your role in the classroom changed from what 
it was as a high-school student? Possible focuses of these analyses are 
the occasion, the audience, who the speaker-writer is, and how the 
speaker-writer wants the audience to perceive himself-herself. The 
reading-writing step in this sensitizing exercise is for students to read an 
essay, a story, or even a poem that sharply challenges comfortable 
assumptions about self and others. Read the piece in class, and discuss 
these questions: 

What do you know about the writer? 
What does the writer assume about the reader? 
How does the writer want to change the reader? 
How do you feel about what the writer says? 
What does this reading remind you of? 
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If you were the writer, what would you have said differently? 
If you had read this piece two years ago, how would your readmg have 

differed from your reading today? 

Then write for ten minutes on one of these questions. 

The practices I've described are only a few examples of what we can do when 
we assume that our students want to adjust to change but need some 
guidance on removing the risk to their own identities. I believe that our 
students are aware of the exigence-the need to separate themselves from 
self-limiting parochial attitudes, to broaden their perspectives to inclu?e 
those from a variety of cultures, to appreciate other viewpoints and social 
practices, and to understand that there is room in the world for dispar'.'1-te 
views and norms. As Young, Becker, and Pike advise in discussing Rogenan 
argument, opponents often disagree "not because offallacious reasoning or 
ignorance of the facts but because of the different contexts in which they see 
the problem" (277). Ifwe can help our students to become aware of other 
contexts, there may well by little disagreement with the views and practices 
of the people in those other contexts. 
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Unlike those of the classical period, today's students come from a broad 
variety of social, economic, and racial backgrounds and have varying levels 
of preparedness when they reach college. "A few generations ago," Walter 
Ong reminds us, "there was no academic population with today's mix of 
family and cultural backgrounds, with the same assortment of entering 
abilities and disabilities, of skills and lack of skills, of desires and aims" (37) . 
Furthermore, today's students are living in a world that is generating 
information at a rate never known before. In the midst of such chaos, it is 
only natural for students to feel a sense of alienation from themselves and 
their world. The stasis theory, by virtue ofits innate ability to teach students 
the skill of dialectic, can aid students in integrating themselves into the 
world and its knowledge. Stasis theory provides students with a means of 
training themselves to receive and process the information they need, thus 
allowing them to participate in their worlds in a way not formerly possible. 
But how to teach students the art of dialectic? 

Based on the postulation that there is a definite, though largely unexplored 
relationship between the classical theory of stasis and Plato's concept of 
dialectic as present in his dialogues, it is possible to conceive of a composi
tion classroom where such critical thinking skills as those illustrated in the 
Platonic dialogues can be taught. Students can be instructed to ask those 
questions that will reveal to them the true nature of what they write and 
know and read and experience. 

Rather than sitting in peer editing groups discussing the presence of 
comma-splices, or the lack, they think, of an adequate number of words, 
students would be able to engage in dialogues that would significantly 
explore the contents of the papers they have written. The group would have 
the ability to engage in dialectic. They could learn to discover the stases or 
standstills that occur in arguments, that rather than causing the dialogue 
to disintegrate, lead the conversation to a deeper level -- through the use of 
dialectic. 

Perhaps this seems like an overly simplified and certainly optimistic 
proposal. Teach students, introductory composition students, to engage in 
dialectic? Yet it is not, if it is remembered that the key to making such a 
proposal function is the suggested correlation between stasis and dialectic. 
The existence of stasis theory, obviously, has never been questioned, and 
neither has the presence of the art of dialectic, yet no relation has been drawn 
between the two. Scholars generally agree that stasis theory can be found 
in its earliest form in Aristotle's work. Plato's works, however, precede 
Aristotle's, so it perhaps seems illogical to question the possibility of the 
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presence of a theory supposedly developed by Aristotle in the works of a 
rhetorician who predated him. However, a study of Plato's dialogues, namely 
the Phaedru.s, will illustrate that the method of critical thinking that 
occurred in these dialogues, what we know as dialectic, bears an unques
tionable similarity to what later is named stasis theory. This work will not 
argue that Aristotle did not first conceptualize (set down for the purpose of 
study by others) the theory of stasis in his works. It will, however, argue that 
Plato began attempting to conceptualize the method of stasis that he 
employed in his other dialogues in the Phaedrus. 

Scholars of the classical theory of stasis are generally in agreement 
concerning the location of the earliest evidence (or perhaps precursors 
would be a better word) of the stasis theory (Nadeau, "Some Aristotelian"; 
Dieter). As a whole, these scholars believe that the earliest existing stasis 
theories were those of Aristotle, in both his physical sciences and his 
Rhetoric, and the Stoics. It is also generally acknowledged that Hermagoras, 
typically known as the father of the stasis theory, used these early theories 
of stasis to develop his fully conceptualized theory of rhetorical stasis. There 
are others, however, who recognize the presence of something resembling 
stasis theory in the works of Plato. For example, Ray Nadeau believes, "The 
discerning reader of Plato can readily see a sort of recognition of the function 
of stases in the philosopher's references to positions taken on the opposites 
of right and wrong, ugly and beautiful, good and bad" ("Hermongenes' On 
Stases" 374). Despite acknowledging this view, however, neither Nadeau 
nor any other scholar has studied this phenomena in full. It can be proven, 
though, that the earliest evidence of stasis can be found not in the works of 
Aristotle or the Stoics, but in the works of Plato. The possibility that Plato 
used preconceptual stasis in his dialogues is further supported by Rosemary 
Desjardins, who analyzes the use of elenchus and aporia within the Platonic 
dialogues, elenchus being an inquiry process, and aporia a condition much 
like stasis. According to Desjardins: 

Given the problem of ambiguity in language, and the need to move 
from surface to deep-level meaning, it is hardly surprising that the 
first step in a dialogue's development usually requires that one be 
shaken from a complacent kind of satisfaction with the surface of 
language and forced to recognize that language does not transpar
ently and unequivocally mean, just like that. This process--in which 
one is made to realize that to come up with even the right words is 
not enough, that one's unquestioned assumptions are often really 
obstacles to true understanding -- constitutes the familiar pattern 
that we know as elenchus; it is carried out, so the Sophists tells us, 
for the positive purpose of purification. ( 116) 

Aporia occurs within the process of inquiry: 
When it is first discovered that words do not simply mean, that 
language is indeed beset with what Plato regards as a basic 'weak
ness' that is due to obscurity, uncertainty, or instability and conse
quently, that one does not know what one thought one knew -
produces a state of perplexity, or aporia, and usually constitutes an 
important phase of Platonic inquiry. (Desjardins 116) 
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Desjardins continues explaining that aporia, "meaning literally 'no way 
out,' 'no exit' -- is intended, of course not as an end but rather as a beginning" 
(116-117) . Furthermore, it is helpful "in hastening discovery that 'besides 
not knowing, one does not think he (she) knows"' and also aids in '"giving 
assistance toward finding out the truth of the matter"' ( 116-11 7). Thus, 
aporia can be seen as a synonym for stasis -- a standstill. In both cases a 
pause has occurred due to a disagreement based either on lack of knowledge 
or false information. And this standstill, rather than causing the dialogue 
to disintegrate, is intended to lead the discussion to a deeper level. It is this 
process of shaking their complacency through elenchus, making the search 
for aporia or stases possible, that can be instilled in students through the 
use of stasis. Students do not have the critical thinking abilities to allow 
them to engage in a process such as elenchus without guidelines to follow. 
The stasis theory provides such an empirical framework by providing a 
starting point for the inquiry process. The stasis theory has a broader use 
than that of a mere heuristic intended to determine the issue of a given case 
or subject. The stasis questions can be used as a framework for a course in 
critical thinking -- as a means for teaching students to think beyond the 
limitations of their personal ideologies. The stasis theory can teach students: 

The gradual process of coming to understand through pursuit of 
logical analysis--this kind of purifactory testing that pares away false 
of inadequate interpretations -- constitutes, then, the discursive 
aspect of an education that helps us see beyond, or beneath, 
ambiguity. (Desjardins 119) 

In other words, as Plato intended for Socrates' dialogues to instruct the 
young through the process of elenchus, the stasis theory can teach the 
young to construct dialogues of their own. And now I will offer an analysis 
of the use of stasis in the Phaedrus. 

It is in the Phaedru.s that Plato makes his most definite attempt to 
conceptualize the technique of dialectic inquiry. After having illustrated 
what he considers both sophistic and ethical rhetoric in two speeches, 
Socrates closes the dialogue with a discussion of rhetoric's existing nature 
as he views it, and the possibilities that exist for rhetoric as an art if it is 
properly practiced. According to Socrates: 

... rhetoric taken as a whole, is an art of influencing the soul through 
words, not merely in the law courts and all other public meeting 
places, but in private gatherings also? Is it not the same when 
concerned with small as with great matters and, to put the matter in 
the right light, is it to be esteemed no more when involved with 
important affairs than it is when occupied with the trivial? (48, 262) 

Socrates' dubious regard for rhetoric is obvious, and he further defmes his 
viewpoint as he continues, clearly illustrating what he believes the art of the 
rhetorician to be: 

When men are deceived, therefore, and find their opinions at 
variance with the facts, it is clear that this error has slipped through 
some sort of similarity among those facts .... Will it then be possible 
for an expert rhetorician regularly to lead his auditors step by step 
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through a maze of similarities from the truth about each point he 
makes? ... So, my friend, any man who does not know the truth, but 
has only gone about chasing after opinions, will produce an art of 
speech which will not seem not only ridiculous, but no art at all. (50, 
262) 

It is in this short passage that Socrates succinctly sums up the nature of the 
"art" that most students produce in response to any persuasive assignment. 
Rather than learning the truth concerning their topic, they build a fragile 
argument composed of unsubstantiated opinions designed to beguile th~ 
reader into accepting as fact what is nothing more than emotion. Socrates 
answer to this dilemma was the use of dialectic, but the answer is actually 
two-fold. 

The stasis theory can be adapted for use as a method of teaching critical 
thinking -- a version of Socrates' dialectic, digested for student use. The 
stasis theory can in fact be used as an analytical interpretive instrument. 
That Socrates shared a view similar becomes clearer as the dialogue 
continues: 

If one uses a word like "iron" or "silver," all ofus understand the same 
meaning, don't we? ... But when one mentions "just" or "good," what 
happens? Don't we all veer off in different directions and dispute the 
meaning, not only with others, but with ourselves? .. . On some points 
we agree, but in others we do not. (51, 263) 

Obviously, Socrates is referring to the impasse that can always occur when 
two or more people discuss any given subject. This impasse can be called 
a stasis, though Socrates does not employ that term. And the means 
Socrates suggests for a speaker to overcome this impasse is also much like 
that of the stasis theory: 

So, then a man who is going to develop an art of rhetoric must first 
make methodical distinctions and grasp the distinguishing mark.as 
it were, of each class, of both the class of terms whose meanings must 
generally be interpreted variously and of that in which they generally 
are not .... Then, I suppose, when he comes to deal with particular 
terms, he must not fail to notice, but must, in fact, clearly perceive 
to which of the two classes his belongs [debatable or undebatable). 
(51, 263) 

Here Socrates expresses the major shortcoming of many students: the 
necessity of looking beyond one's own narrow viewpoint and realizing that 
personal knowledge is not necessarily true knowledge. And Socrates proves 
his point by analyzing the speeches read earlier, showing that each in its 
definition of the main term madness: 

took it for granted that mental aberration was a single subject, a kind 
of entity possessed in common by many; each assumed that element 
of madness , as a natural kind in us , was like a body in the sense that, 
though a unity itself, its natural part were sets of pairs, each pair 
consisting of a member called by the same name, one on the left
hand side, the other on the right. (55, 265-266) 

Socrates clarifies his viewpoint, saying not that he disagrees with divisions, 
but only with divisions that exclude one half of a dialectical pair. For as 
Socrates explains, each term has two halves which are not mutually 
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exclusive. "Dialectic is the faculty of discovering available arguments to 
answer proposed questions, and in Plato it is the only acceptable form of 
philosophical reasoning" [Kennedy 46). Plato's reasons for his advocacy 
should be clear in regard to his dialogues and his views concerning the 
"knack" of rhetoric. Philosophers -- seekers of truth -- employ dialectic as 
a means of discovering truth; rhetoricians employ persuasion based on 
opinions with little regard to truth because they are concerned only with 
effective persuasion. An effective rhetorician can successfully persuade an 
audience without presenting a case based on carefully researched truth; 
however, the average person is not likely to be able to mimic this success. 
Furthermore, as Plato knew, there is the ethical issue to consider. These 
views were considered by those rhetoricians -- namely Hermagoras of 
Temnos, who later conceptualized the stasis theory -- a formula to help 
rhetoricians prepare themselves to speak on a given topic by providing them 
with a method of objectively exploring the subject in question. The stasis 
theory was after all adopted by rhetoricians as a means of elevating rhetoric 
to the level of "art" -- the title denied it by Socrates and his student, Plato. 
But was the stasis theory "invented" post-Plato and his teachings, or was it 
part of the already existent truth Plato advocated? 

I believe the preceding analysis has made the answer to the question quite 
clear. Furthermore, in their search for an answer to Plato's accusations, 
where would rhetoricians most likely search and study? In Plato's dialogues. 
So is it unfair to assume that those men who formalized the stasis theory 
were affected, perhaps unconsciously, by Plato's method of dialogue based 
on question and answer? Definitely not. 
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The Quest for Clarity: 

Gary Paulsen and His Writings 
by 

Dirk P. Mattson 

Determination of one's self-worth is not acquired by revelation and that 
knowledge tucked away for life; it cannot be put on the list of "things to do 
today" and neatly checked off. Nor is it possible to complete this task by a 
certain time in life, such as adolescence or adulthood. Most people find that 
this search is never complete; it is a continuum that spans a lifetime. Such 
a search is important to all of us, but we are often not quite sure what should 
be sought. We are so many things to so many people that we may go through 
life not knowing our real self. There is a longing in each of us to find who we 
are, who we represent, who we want to be - often without knowing it. 
Realization of this longing may come through trials that help us discover a 
little more - not all, but a little more -about our selves. We undertake a 
journey to find this real self; it is a quest. Through the novels of Gary 
Paulsen, the characters, the author, and the readers find a clearer vision in 
this quest. 

The writings of Gary Paulsen have simple plots. They usually involve only 
one or two characters. The confusion that the characters experience, 
ho~ever, is complex; they have difficulty understanding the reasons for their 
uneasiness. There is an internal awareness within the characters which 
creates a despondency, although they believe they are content. They find 
themselves looking deeper into their own person to resolve this conflict; they 
tum to what is inside of them to determine their purpose. The characters 
acknowledge the search for themselves by enduring their conflict; this 
conflict forces them to confront this yearning. Gary Paulsen is a fascinating 
man on a similar search through his writings. His readers are invited to join 
this search as well. His novels then have become a part of this quest for his 
characters, for him, and especially for his young readers. 

In most literature, the characters in the story go through transition. The plot 
causes a change in the characters which leads them to live their lives in a 
different manner. The characters in Paulsen's books go through this period 
of transition as well, but the foremost transition affects their awareness. 
These characters may affect others through the findings of their search, but 
this effect is always secondary. Their inner self has to be changed before 
others can be influenced. The change takes place inside the characters 
because they have permitted this change; moreover, they have willed it to 
take place because they are engrossed in discovering its meaning. 

To create conflict in a story, the environment of a character is disturbed. 
Paulsen's characters are afraid of this change; they may not want to accept 
it, but are aware that this change must take place in order to continue the 
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search. The confusion of the characters forces a continuation· they may 
wish to stop before they understand the search, but something ~side of the 
character denies them this complacency. 

J?hn, the youn? l?rotagoi:iist in Tracker, stalks a deer to come to grips With 
his grandfathers impendmg death. He Wished he did not have to go hunting 
that se~so~ because his grandfather would be too ill to be with him. Still, 
somethmg mtemal takes him outside of the house; he follows the deer: 

By the barn he could see the glow from the lantern and 
he thought of going to say goodbye to his grandfather, but 
he would be busy and it would bother him. Instead John 
wheeled left off the porch and walked straight north from 
the house across the pasture until he came to the trees that 
marked the edge of the woods. (43) 

T~ere is something mysterious about the deer and its environment; it calls 
h~m to track the deer so that he might understand more about the death of 
~s gr~dfather. There is a pull - an attraction - which makes him leave 
his dymg grandfather to begin his search. 

Sue Oldham is ?rawn to Alan Deerfoot in Sentries in much the same way. 
Sh~ h~s a good JOb and a good boyfriend. But when Alan confronts her in 
S1!nt~y s restaurant and asks "Are you whole?", Sue senses that she is 
missmg a part of herself. Later Alan tells her: "If you weren't going to go [With 
me to see what I have to show you,] you wouldn't have let me in" (129) . Sue 
does not want to admit her uneasiness because she thinks she is content 
but she knows there is more that exists Within her. Because she does not 
understand her grandfather and his ways, Sue sees herself as less of the 
person she wants to be. Alan and her grandfather draw her into this search 
and lead her on it. 

Each of the characters in Gary Paulsen's books share this discontent. For 
exam~le, David in V?yage of the _Frog, the other three protagonists in 
Sentries, Sgt. Locke m !he Crossing, and Russel in Dogsong (which is 
prob'.1-bly the most conspicuous example) all need to find more of this inner 
self; it can not be found from where they stand at the beginning of the novel. 
They must take a journey; they must go on a quest. 

If you go on a quest to find yourself, what should you see when you get there? 
Does Paul~en expect_ the characters (and be association, his readers) to have 
so~e mystical expenence of a higher consciousness? No, the search Will not 
bnngyou the answer, but Will make you aware ofits existence. Sue Oldham 
knows, that she had found something inside her that was not there before: 

Arid she wondered if she had really learned something about herself 
or only tho~ght she had; wondered of the artist came again and did 
her portrait she would say she was Indian and but Samoan or 
whatever it was; wondered of she would ever be the same again a· 
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before the bark canoe and Alan and the smooth lake and the high
cry, the wild high-cry of the loon and this time when she turned she 
saw him sitting straight and even, the paddle dripping drops of silver 
into the still water, his eyes on her, evenly, knowing, all-knowing, 
and she know she would not be the same again. 

Ever. 

And she was glad. (Sentries 134-135) 

This realization may be the start of another quest. In Sentries, Alan Deerfoot 
states that it is a wholeness which completes a person. All of the characters 
do find an insight to their own complete person waiting at the end of that 
search and, in some way, they are able to be more of that person. 

In Hatchet, Brian finds this new person as well. He is confident in what he 
has found and the discovery gives him courage to face new challenges. Even 
at the pit of despair when Brian tries to take his own life with the tool -
hatchet- that has kept him alive thus far, the discoveries revitalize the lost 
boy: 

He was not the same. The plane passing changed 
him, the disappointment cut him down and made him new. He 
was not the same and would never be again like he had been. 
That was one of the true things, the new things. And the 
other one was that he would not die, he would not let death 
in again. 

He was new. (123) 

The characters are drawn to find this wholeness, but it will not come to them 
by simply wanting to be whole. They must go through a ritual or trial to find 
that which will help complete their person. There is an adversity in their lives 
which they must resolve. If they cease their struggle, they will not realize the 
search. While working through the divorce of his parents, Brian must 
survive physically as well as emotionally. The need to survive physically 
makes him deal with the divorce during his time in the wilderness. Ifhe were 
to give up on this problem, his will to survive would disappear as well. Brian 
deals with the Secret (of his mother's lover) while fighting for survival, but 
the will to continue is not divided between them: 

Come on, he thought, baring his teeth in the 
darkness - come on. Is that the best you can do? Is that 
all you can hit me with - a moose and a tornado? Well, he 
thought, holding his ribs and smiling, then spitting 
mosquitos out of his mouth. Well, that won't get the job 
done. That was the difference now. He had changed, and he 
was tough. I'm tough where it counts - tough in the head. 
(Hatchet 157-158) 
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Here, the duality of nature is represented. Brian first sees the natural world 
as his enemy, but soon realizes the potential it holds. A transition occurs 
when thick mosquitos suck the old Brian from him in the wilderness and a 
new Brian soon appears. He has become more aware of nature, but more so 
of himself, through the trial he is facing. 

Essential to the quest of the character is that a natural element be the 
catalyst. The character may not be in the wilderness as is Brian in Hatchet 
or John in Tracker, but this natural element still exists. In Sentries, Peter 
Shackleton is as far away from the woods as possible: he is a rising rock 
singer in Hollywood. Yet within him there is something which creates this 
yearning to complete himself. The parties and the drugs which he has stayed 
away from only alienate him more from what he wants: the sound. He senses 
a sound which is deep inside him: 

He wasn't sure until he got to the door just what he 
was going to do or where he was going, but he felt like moving. 
When he got outside he realized that he wanted to go work 
on a new song, more than a song, a new sound that had been 
kicking around in his head. (54) 

The world that surrounds Peter in Hollywood tends to tear at him. He must 
find himself beyond this world. He retreats to his beach house to find the 
sound which he so desperately wants -the one which he so desperately 
needs. The search will show him what he needs to know and he must make 
this search alone. Peter had become "tired and lonely but not sad-lonely so 
much as rich-lonely. The loneliness that was supposed to be when the new 
sound came and he had to work alone, the filling loneliness that was so right 
because it fit the music" (99). This completeness was not found in the music 
studio, but by himself - alone. 

• • • 

The author who brings his characters through these experiences has seen 
many of these experiences himself. Gary Paulsen is not a man who writes 
of dreams that should have been followed or lessons that should have been 
learned. Gary Paulsen writes of the experiences of his life; he writes of what 
has been learned. Gary Paulsen has lived throughout the world, although 
not by choice. The son of an army officer and his wife, Paulsen traveled 
extensively throughout the world, being reared by relatives and finally seeing 
his father for the first time when he was seven (Commire 78). As Paulsen 
moved on to high school, he became disinterested in school. Paulsen himself 
was in the army and, upon completing his service, took courses to become 
a field engineer (Commire 78). Even with this effort, Paulsen was not 
satisfied: "I worked at it for years, [but] when I was twenty-six I realized I 
wanted to be a writer and that I had wasted all that time" (Authors on Tape). 
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Gary Paulsen has come to realize that writing is a part of him. Even though 
he has had other occupations, writing has always been the center of what 
he has done. "I can't not write. I can't not do that now. . . . Maybe it's an 
insanity. It used to be called 'the fine madness.' It is a kind of madness. It's 
certainly not healthy" ("Children's Author"). The "madness" of writing may 
not be healthy for Paulsen, but what he sees through his writing is 
necessary. 

There must be something which Paulsen sees: what he knows he needs is 
a clear vision. The ability to know, to see what is around him - and inside 
of him is important. In his twenties, Paulsen drank to the point where he 
was no longer had this focus. He had lost that vision: 

I can't think of anything more horrible than that 
in my life. I kind of forgot how to write in the drinking. 
What happens when you drink is that you destroy your clarity 
-and I think it happens like after the second martini too-and I can't 
understand now how I ever would have allowed 
that to be destroyed: the clarity. I would never do that 
again. To have clarity to me is everything and why would 
you not want to see. ("Children's Author") 

If Paulsen has gained his vision, then those things which he has seen have 
been worth the while. With what he sees, he can look for more. 

If clarity can be inhibited, can it be enhanced? Paulsen believes that life itself 
will enhance clarity. Stay away from the negative and drive toward the 
positive. Leave the alcohol (or other mind-altering drugs) and seek what can 
be found. This brings clarity. Discovering what is not known enhances your 
vision as you now can see what was before unclear: "To know ... to have 
a great thirst for knowledge and then just try to learn everything you can 
while you live" will enhance that clarity (Telephone interview). 

The experiences in Gary Paulsen's life are many, but those which are closest 
to him are those which have occurred on the woods of his northern 
Minnesota home. There is a beauty which Paulsen finds in nature which 
cannot be found elsewhere - and it most certainly cannot be found without 
this clarity. Paulsen describes one of his first experiences on a run with a 
dog team: 

There was a full moon shining so brightly on the snow you 
could read by it. There was no one around, and all I could 
hear was the rhythm on the dog's breathing as they pulled the 
sled. We came to the top of a hill, the steam from the 
dogs' breath all but hid their bodies - the entire world, 
seemed to glisten. It almost stopped my heart; I'd never 
seen anything so beautiful. (Commire 81) 

Events such as these cannot be seen without clarity. 
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The dogs have indeed affected Gary Paulsen. So much so that he is now 
influenced by them in every respect. There is something about running with 
the dogs which brings him clarity: 

You enter this sort of a primitive bonded state 
with the dogs and it is exalting .... It affects your life 
completely from that time - all parts of your life - like 
my work, my writing - whatever - had been changed by the 
dogs. It allows you to focus energy on things you want to 
do. ("Children's Author") 

The quest has opened the eyes of Gary Paulsen a little wider -not 
completely, but a little wider- to where he can look for other things to learn. 
With clarity, he can search for the answers to other questions on the journey. 

With his clarity, Paulsen has found rhythm and beauty in the very essence 
oflife. Nature has shown him that it exists not as separate parts, but as an 
entity with a unity unto itself. He has not only seen what exists in nature, 
but recognizes it as well. Gary Paulsen's wife is an artist. As he watches her 
draw, he sees nature - all of its rhythms and changes and motions -within 
those drawings: 

I love to watch things happen when she works: the 
miracle of starting with just a line and having it become 
soul. ... Without knowing she's doing it, she'll trigger a 
whole concept. [While I watched her once,] she was 
listening to Mahler and I started playing with the rhythms. 
("Children's Author") 

Rhythm is a characteristic of nature which Paulsen recognizes. It distin
guishes nature as would a fingerprint: "I think [rhythm] is in everything. I 
think it's almost like a soul-rhythm" (Telephone interview). 

While Gary Paulsen needs a sense of clarity to understand nature and see 
its intricacies, he knows that this sensitive insight will never be the panacea 
to understanding his own self. The search for wholeness should never be 
entirely satisfied by the answers which are discovered. "If you can keep the 
search going- if you can keep reaching each time and try to find new things, 
[then] I think that's the most important thing of all -especially for young 
people" (Telephone interview). 

Yo~~g people: this is the group for which Gary Paulsen writes. Through his 
wntmgs Paulsen attempts to show to young people the journey on which his 
characters travel to find more of the person inside of them. Throughout life 
and now in his adolescent novels, Paulsen himself makes the same journey. 
He had moved through many of the same experiences as have the characters 
in the books. In a sense, a part of the mind of Gary Paulsen is in the minds 
of each of his characters. Through their experiences - and his - Paulsen 
depicts those things which are important in life. 
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Clarity can disappear. It can leave ever so subtly. The drinking that once 
affected Paulsen has that same hold over some of his characters. The author 
as narrator shows us the loss of clarity; he shows it to the young readers. 
Sergeant Robert Locke lost that clarity; he lost sight of anything that 
mattered -except the drinking: "Nothing was part of his life now but the 
drinking, the making of the fog to blind all other things" (The Crossing 30). 
Gary Paulsen and Sergeant Locke both lost their clarity once. It did not 
return to them until they were forced to realize the value of having it. 

Gary Paulsen was able to find clarity through a medium; part of that medium 
is writing. Part is nature; part is the dogs and the sled. Paulsen has never 
found and will never truly find the end of his search. But each discovery 
brings him closer - and yet urges him to continue it. David, the young boy 
in The Voyage of the Frog, finds part of that clarity as well through that which 
is close to him: 

"Well," he said aloud to her - not to himself but to 
the boat, "I guess we should reef sail if the wind is going to keep 
getting stronger." 

And he meant we - he could no longer draw a line 
where he ended and the Frog began. He looked down at his 
bare feet, planted firmly on the floor of the cockpit, the 
vibration, the hum, the life of the Frog coming up through 
them into his legs, and he knew it would be we from now on. 
They were together, a thing of the sea and the wind and man 
all joined on a single dance. (113) 

Only clarity can provide an insight such as this. 

Russel in Dogsong has a similar experience, but his is with that medium 
which has meaning to him; that is, the snow, the sled, and the dogs. The 
importance of the environment that surrounds him is found through the 
clarity given to him by the journey: 

He is not a man standing on the ground, Russel thought- he is 
growing up from the ground. His legs are the earth and they 
take strength from it, up through his ankles and into his 
muscles so that he grows with what he takes from it. More 
than strength, more than substance - all that the man 
would be is growing up from the earth through his legs and 
into his body. (112) 

A search and a realization have brought these characters to know more than 
when they first began. This is part of clarity. 

The beauty and rhythm in nature are things which Paulsen has seen with 
this clarity; so have his characters. The lines of his wife's drawings have a 
soul which connect with the rest of nature. Their concept leads to something 
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deeper in nature; their image created an awareness. In Dancing Carl, Marsh 
sees the lines in the movements of Carl; these lines are a part of nature. 
Inside the lines, there is meaning: "We saw him at the rinks as having the 
power to make things happen, saw him making the lines go out and out of 
him, saw him as part of the ice, part of the warming house, controlling it all" 
(51). 

Rhythm exists within Gary Paulsen's writings. It is the "soul-rhythm" to 
which he refers. Finding this rhythm is a conscious effort for the author. It 
is a search which brings Gary Paulsen a little closer to answering some of 
the questions which have traveled with him over the years. His latest 
Newberry Honor Award book The Winter Room reflects these rhythms 
(Thomas 3E). It is done not only within the expression of the text but also 
in the exposition of the story itself: 

I started doing ... raw research into writing about 
three or four years ago ... and I decided that I had been 
missing something with the use of rhythms and cadence and 
the whole music of writing. In fact, [The Winter Room] is 
composed as if it were a symphony .. . in movements - with 
a tuning section and the whole works. [The rhythms] are 
intentional and I've done it in four or five books now -
experimentally. (Telephone interview) 

Even when commenting in this aspect of his writing for which he is noted -
one which Paulsen is said to have captured in many of his books, he still sees 
the search continuing. There is more to rhythms than he knows; there is 
more that he can learn. 

Learning more is what Paulsen can always do. His characters see that this 
is possible. In Dogsong, Russel knows that his travels will give him 
knowledge: "Oogruk had said, 'It isn't the destination that counts. It is the 
journey. That is what life is. A journey. Make it the right way and you will 
fill it correctly with days. Pay attention to the journey' " (119). Paulsen's 
novels share his belief that the search is the most important part oflife. What 
is found should only further the search. Russel and Gary Paulsen have 
learned to respect that search: 

I think the seeking itself is what I want to share. In 
fact, I think I said it in Dogsong: the journey counts more 
than the destination. And I think the journey is 
everything; it's what life is. . . . When you learn 
something, you learn _g thing. It doesn't solve anything; it 
opens up ten new questions - inevitably - and I think that 
really focuses that clarity. (Telephone interview) 

The characters in his books and Paulsen himself have found the 
search is to be valued. His books never give us a complete person at their 
ending, but show us that more can be added. This is a constant of life for 
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Gary Paulsen; it is a constant for us all - "especially," as Paulsen was quoted 
earlier, "for young people" (Telephone interview). 

All of these philosophies and all of these visions are more dear when they are 
for the young. The young people who will read Paulsen's books still have not 
been altered by the values of adult society; the clarity may come more easily: 

Early on in this writing thing I decided it was 
fruitless to write artistically for adults .... I can't 
imagine what I can say to him? Or to somebody who's worried 
about sex or car payments or house payments .... But the 
young people. They're still whole. (Miller 12) 

Moreover, Paulsen believes that hope rests in the minds of the young 
because they are not what adults have become. Knowledge from the journey 
can still be gained by the young: "[Young people] have to be better than us 
and the only way they can be better than us is to not be what we are" 
("Children's Author"). 

The novels of Gary Paulsen bring together all that he claims to desire in his 
writings: the search is made; knowledge is found; questions arise; and the 
cycle starts again. But the number of participants involved in this process 
is greater than just the characters in the books. Gary Paulsen himself is 
involved in such a process. The young reader is as well. So too are the rest 
of us who still yearn for the clarity to know more. The hope which lies within 
the books of Gary Paulsen is that a part of that clarity might be found on our 
journey - if only to discover where new paths may lead. 
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Ethnic Literature in the Secondary School 
Curriculum: The Classroom Activity Approach 

by 

Nicholas Karolides and Carole Gerster 

It is generally understood that literary works by Native Americans , African 
Americans, Asian Americans, and Latinos should be part of ~he ~ec~1:dary 
school curriculum. Given the acceptance of this understa~dmg, md1vid1;1al 
teachers are faced with three tasks: becoming conver~ant with and selectmg 
appropriate literary works, integrating these works mto courses of study, 
and using appropriate classroom methods. Our pu:Pose is to concentrate 
on the last of these: to suggest creative ways of helpmg students to develop 
and enhance their personal responses to the text, and thus to understan_d 
better the histories, attitudes, customs, and curren~ sit~ati?ns o~ ethmc 
minorities as presented from the perspective of ethmc mmonty wnters. 

The basic tenet of our approach is that we believe teachers s~oul~ not t~ach 
aboutliterature: they should, instead, help students empathize with vanous 
ethnic perspectives by engaging students in the texts. ~at a t:acher tells 
students about a text is not the same as what students wil~ l_earn if they place 
themselves inside the experiences of the characters. Traditional approaches 
that teach about literature are based on several assumptions: that the 
author's intention is the key to ascertaining what the work means and that 
this meaning can be identified; that historical circumstances control the 
author's intention; that the text's formal structures~~ be analyzed through 
close scrutiny to establish meaning. Furthermore, 1t 1s often assumed that 
there is but one meaning. In these approaches, ~e rea~er's rol~ is ~egle~ted 
or omitted entirely. The literary-pedagogical basis for b1ograph1c, h1stoncal, 
and formal (genre) approaches is that such knowledge prepares or supports 
readers so that they can more adequately read and understand. Presum
ably, with such background knowledge they c~~ understai:id what th~ 
author is saying and what the text is doing. Such visions_ ~eat ti~es ?-elpful, 
however, they tend to predispose or misdirect the specific read11:g,_ 11;1 effect 
denying the reader's perception of the text. Further, they can d1m1m~h the 
essential function of literature: portraying, enlivening human ~xpene1;1ces 
for a reader. Our approach does not reject the relevance of b10gr:=3-ph1cal, 
historical, or formal considerations in the process of developmg and 
enhancing insights to literature. The issue is when and how they shoul~ be 
introduced. Rather than making such studies ends in the,mselve~, we believe 
they should be used to enhance and develop the readers expenence of the 

text. 

Our approach is based in the transactional theory of literature. ?ften 
termed "reader response," this theory establishes that responses to htera-
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ture depend on a reader interaction actively with a text to create an 
interpretation. This focus on the reader and the text grows out of an 
understanding of what happens during the process of reading; it recognizes 
how active readers are during this process, rather than assuming that they 
are passive spectators of the text. The central premise is that the literary 
work exists in the transaction between the reader and the text, that there is 
a dynamic relationship between reader and text, subject to variation among 
readers. 

What influences a reader's responses to a text? What happens during the 
reading process? Each reader approaches a text with a particular frame of 
mind formed by her or his own personal milieu. Each reader-influenced by 
past experiences and current circumstances, ethnic and regional origins 
and upbringing, gender, age, past and present readings-will vary in her or 
his responses from those of others. Even readers of the same age, similar 
background, and circle of relationships will express differences in general 
impression and nuances of feeling. Considering the breadth of experiences 
among readers, the range of possible readings of a single text is potentially 
infinite. 

The reading event initiates the literary experience, the first formulation of the 
literary work. This does not, of course, constitute an immediate flash of 
insight, of meaning, comparable to Athena emerging full grown from the 
head of Zeus. Readers make choices, both conscious and subconscious; the 
concept of "selective attention" operates. From the array of meanings and 
feelings that are conjured up, the reader selects those that seem appropriate. 
A dominant perception or purpose in the reader may activate or emphasize 
certain features over others. Close identification with characters or events 
may intensify the response. The created response is the realized experience 
of the reader. 

Oral and written classroom activities-such as role playing, dramatizations, 
and situation expanding-can inspire personal involvement with characters 
and events to bring about thoughtful consciousness among the readers. 
With this classroom activity approach, class dialog starts where the student 
readers are (not where the teacher is), focusing on their initial reactions and 
understandings, and allowing them to reflect on those reactions and to 
interact with each other to understand the reasons behind their varying 
responses. Usually students will modify or expand their impressions. 
Generally, they will find commonalities among their responses to the text, 
even while their developing interpretations of the text will remain, at least in 
some measure, individualized. 

The text is both springboard and resource for discussion. Biographical, 
historical, and structural information can be introduced in the discussions, 
as appropriate, as catalysts for deeper understandings or explanations to 
help students comprehend a feature of the text. 

This reader-oriented process of building a response can help students to 
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develop their interpretative abilities. And by reflecting on their thinking, 
readers come to understand what triggered their own responses, how these 
affected their interpretations, and how their responses might be affected by 
the insights of others. Students begin to recognize the role of their 
backgrounds, beliefs, and personalities on the reading act. Teachers, 
focusing on the readers' experiences with the text, provide opportunities for 
them to identify and reflect on their reactions; invite them to compare 
reactions, to question themselves and others. Such classroom discourse 
promotes cross-fertilization of ideas among students. In an atmosphere of 
acceptance and honesty, students sense an appropriate, expressive reading 
or a limited or misdirected reading; they measure and receive the ideas of 
others, incorporating them in their own. Students revise and build their 
interpretation of the literary work, rather than merely note and organize the 
teacher's knowledge. 

The process of exploring the evoked response is itself a learning experience. 
It cultivates a habit of mind that is provocatively thoughtful and democratic. 
The dynamics stimulate the expression and recognition of multiple view
points; they must be considered and reconsidered against each other, 
measured and tested against the text. And in considering reactions to the 
text, readers necessarily reconsider their own belief structures and ideas. 

The classroom activity approach is particularly well suited to teaching ethnic 
literature. Teachers who feel uncomfortable about interpreting the experi
ences captured in literature of ethnic groups other than their own need not 
place themselves in a position of authority, as if in possession of the only 
"correct" interpretation. And, instead of being outsiders peering in, students 
assume the position of a character or characters in the text. This allows 
those outside the ethnic group they are reading about to become momentary 
insiders, and allows those inside the ethnic group to validate their own 
experiences. 

We believe that carefully shaped classroom activities, oral and written, 
rather than lectures or question-and-answer discussion, are an important 
key to helping students discover what ethnic minority writers have to say 
about themselves, about relationships between themselves and others, and 
about survival strategies in an Anglo-dominated culture. We also believe 
that these classroom activities can help students discover for themselves 
what they need to learn about ethnic minority histories, traditions, customs, 
and attitudes-to fill gaps in their understanding. 

The classroom activity approach to ethnic literature allows students to 
develop insights about their own experiences and about the experiences of 
others. 

The practical counterpoint of the theory can be seen through several 
contrasting assignments and activities-those of the traditional teacher and 
those of the reader-response teacher. 
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A The traditional teacher asks students to write a composition about the 
ethical behavior of the protagonist. Here the tendency would be to impose 
the ethics of one's own ethnic group on the text. The reader response 
teacher asks students to write a letter to the main character about his or her 
ethical behavior from the protagonist's best friend or the protagonist's 
mother or father. Here students are asked to place themselves inside the 
ethnic community they are writing about. 

B The traditional teacher asks students to write a composition describ
ing the strengths and weaknesses of various characters in a story. This 
question assumes that strengths and weaknesses are universals and 
suggests that the teacher has the right answers. The reader response 
teacher asks students to assume the roles of various characters in a story 
and to have these characters discuss with one another their special 
problems, how they were met, and the consequences. Here students are 
asked to walk in the shoes of another and to read carefully to understand 
what those shoes look like and feel like. 

C The traditional teacher gives a test on the crucial events in the two 
chapters of a novel read for homework. The crucial events are determined 
by the teacher and the test looks for the teacher's answers. The reader 
response teacher asks students to write a news story that might appear in 
the local newspaper depicting the crucial events. Here students are asked 
to imagine what the ethnic community would determine the crucial events 
to be. 

We chose texts with several criteria in mind: ( 1) Ethnic authorship; students 
need to read these authors and to recognize them as authorities. (2) The 
stories are told from the perspective of a child or have a child as the 
protagonist, so that students can step into the shoes of a person from an 
ethnic group other than their own without also having to make a transition 
to adulthood. (3) The stories need to address an issue or event important to 
that ethnic community, so that students are helped to learn about history, 
traditions, customs, attitudes, and concerns generated from within the 
community itself. We believe several literary texts work particularly well 
with our approach: "The Snow Keeps Falling" is a short tale by Janet 
Campbell Hale that addresses the old and continuing problem of Native 
American deculturation; "Everyday Use" is a short story by Alice Walker that 
raises questions about the duel heritage of African Americans; Farewell to 
Manzanaris a novel by Jeanne Wakatsuki Houston that recounts the World 
War Two Japanese relocation experience; and "Las Dos Hermanas" (The Two 
Sisters) is a short story by Rosalie Otero Peralta that records the conflict 
between Chicano traditions and the need for self-identify. Representative 
activities are illustrated below. 

Classroom Activities for "The Snow Keeps Falling," by Janet Campbell 
Hale: (This story can be found in The Third Woman: Minority Women Writers 
of the United States Ed. Dexter Fisher. Houghton Mifflin, 1980) 
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A. Imagine and identify the document the Native American boy wants to ask 
a question about; then prepare the question. Write or role play the scene 
that follows, with members of the class--both Anglo and Indian-spontane
ously taking roles. 

B. Write the interior monolog of the teacher and of the boy during the 
response to the question and immediately after. 

C. Write the interior monolog of Teresa Louis during this class period. 

D. Create a conversation between the father and son in which they discuss 
the son's continuing in school. 

E. Imagine that the teacher's car is stuck in the blizzard and that she is 
rescued by the boy and his father. She accompanies them to their home and 
stays for dinner. Role play the dinner conversation. OR Write the interior 
monolog of the three characters as they prepare and eat dinner. This may 
be a group activity. 

Classroom Activities for "Everyday Use" by Alice Walker: (This story is 
frequently anthologized; it will appear in the Minnesota Humanities Com
mission anthology Braided Lives: An Anthology of Multicultural American 
Writing.) 
A. Dee (Wangero Leewanika Kemanjo) writes a letter to Maggie and her 
mother, inviting them to her wedding. Maggie decides to make Dee a quilt 
for her wedding. Describe the materials and pattern Maggie chooses for the 
quilt, as you write a conversation between Maggie and her mother. This may 
be a paired activity which may include writing the letter. 

B. Dee receives the quilt. Write a conversation between Dee and 
Asalamalakim, with Dee describing the quilt to him and the two of them 
deciding what they will use it for and why they will do so. 

Classroom Activities for Farewell to Manzanar by Jeanne Wakatsuki 
Houston: 
(This is a novel by Jeanne Wakatsuki Houston & James Houston. Bantam, 
1974) 

A. Write the headlines and the first two paragraphs of the newspaper 
accounts of the removal as it would appear in a Japanese American 
newspaper. 

B. ltis 1941. You are amemberofafamilythathas been "rounded up" and 
is enroute to an internment camp (or you have just arrived). Having 
established your family role, enact a family conversation as you huddle in 
a train (or around a stove). 

Classroom Activities for "Las Dos Hermanas" by Rosalie Otero 
Peralta: 
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(This story can be found in The Third Woman: Minority Women Writers of the 
United States Ed. Dexter Fisher. Houghton Mifflin, 1980) 

A. Write the interior monolog of Margarita's thoughts as she chooses 
specific items for the embultorio she takes to her Aunt Marcelina in the 
hospital. 

B. Imagine Margarita trying to explain the meaning of the dream that 
haunts her ( of "wide-brimmed red hats, huge cavernous mouths chewing 
tobacco, my aunt Marcelina and Teresina wrapped together in a black shawl 
in a field of snow") to her friends, and imagine her friends' responses. This 
may be a role-play activity. 

C. Continue Margarita's story in her own voice, as one of Uncle Flavio's sons 
asks her to go to the movies, and as she gives her response. D. Write (and 
roleplay) the conversation among Father O'Shaw, Aunt Marcelina, and 
Grandmother Teresina. 
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A SELECTED BIBLIOGRAPHY OF 
MULTI-ETHNIC LITERATURE 

(This bibliography was compiled by Dr. Jesse Perry, Vice President, 
NCTE, and refered to in his speech to those present at the annual 

MCTE Spring Conference in Mankato, in April 1991) 

AFRICAN/ AFRICAN AMERICAN 

Achebe, Chinua 
Angelou, Maya 
Bambara, Toni C. 
Bennett, Lerone, Jr. 

Bontemps, Arna (Ed.) 
Brooks, Gwendolyn 
Brown, Claude 
Childress, Alice 
Cleaver, Eldridge 
Davis, Ossie 
Douglass, Frederick 

Du Bois, W.E.B. 
Ellison, Ralph 

Gaines, Ernest J. 

Giovanni, Nikki 

Guy, Rosa 
Hamilton, Virginia 

Hansberry, Lorraine 

Hayden, Robert 
Hughes, Langston 

Hurston, Zora Neale 

McKay, Claude 

Morrison, Toni 

Myers, Walter D. 

Things Fall Apart 
I Know Why the Caged Bird Sings 
Blues Ain't No Mackin' Bird 
What Manner of Man: A Biography of 

Martin Luther King Jr. 
Anerican Negro Poetry 
The Bean Eaters 
Manchild in the Promised Land 
A Hero Ain't Nothin' But a Sandwich 
The White Race and Its Heroes 
Purlie 
Narrative of the Life of Frederick 

Douglass an American Slave 
Souls of Black Folk: Essays and Sketches 
Going to the Territory 
Invisible Man 
The Autobiography of Miss Jane Pitman 
A Gathering of Old Men 
Bloodline 
The Funeral of Martin King, Jr. 
Black Feeling, Black Talk, Black Judgment 
Edith Jackson 
Sweet Whispers, Brother Rush 
The People Could Fly 
W.E.B. DuBois: A Biography 
To be Young, Gifted and Black 
Raisin in the Sun 
Those Winter Sundays 
Dream Deferred 
The Big Sea 
Dust Tracks on a Road: An Autobiography 
Their Eyes Were Watching God 
Home to Harlem 
The Tropics in New York 
Beloved 
Sula 
Fallen Angels 

Petry, Ann 

Randall, Dudley (Ed.) 
Reed, Ishmael 
Soyinka, Wale 

Taylor, Mildred 
Walker, Alice 

Walker, Margaret 

Tituba of Salem Village 
Harriet Tubman: Conductor on the 

Underground Railroad 
Black Poets 
Beware: Do Not Read this Poem 
Ake: The Years of Childhood 
Opera Wonyosi 
Let the Circle Be Unbroken 
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In Search of our Mothers' Gardens: Womanist 
Prose 

Jubilee 

ASIAN AMERICAN 

(Cl= Chinese (Kh) = Korean (J) = Japanese (V) = Vietnamese 

Chin, Frank 

Chin, Marilyn 
Chu, Louis 
Hongo, Garrett Kaoru 

(Cl The Chickencoop Chinaman and the 
Year of the Dragon: Two Plays 

Food for all his Dead 
(Kh) Dwa,j Bamboo 
(Cl Eat a Bowl of Tea 
(J) Yellow Light 

River of Heaven 
(J) Beyond Manzanar and Other Views of 

Asian-American Womanhood 
Farewell to Manzanar 

Houston, James, and 
Jeanne D. Houston 

Houston, Jeanne W., and (J) 
Jeanne D. Houston 

Huynh, Sanh Thong (Ed.) 
Hwang, Sun-won 

Hyun, Peter 
Izumo, Takeda 
Kawabata, Yasunari 
Kim, Richard E. 
Kimura, Audy 
Kingston, Maxine Hong 

Kagawa, Joy 
Li, Fei-Kan 
Liyi, He 

Lo Kuan-Chung 
Lum, Wing Tek 

Mishima, Yukio 
Miyasaki, Gail Y. 
Mori, Toshia 

(V) The Heritage Vietnamese Poetry 
(Kh) Cranes in Flowers of Fire: Iwentieth 

Century Korean Stories. Edited by 
PaulH. Lee 

(Kh) Man Seif The Making of a Korean American 
(J) Chushingura 
(J) Snow Country 
(Kh) Martyred 
(J) Lovers and Friends 
(C) Woman Warrior: Memoirs of a Girlhood 

Among Ghosts 
(J) Obasan 
(C) The Family 
(C) TheSpringofButterjlies: AndOtherChinese 

Folktales 
(Cl Romance of the Three Kingdoms 
(Kh) Oranges are Lucky 

(J) 
(J) 
(J) 

Expounding the Doubtful Points 
The Sound of Waves 
Obachan 
Yokohama, California 
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Murayama, Milton 
Nai-An Shih 
Okubo, Mine 
Sakamoto, Edward 
Shirota, Jon 
Tanizaki, Junichiro 
Uchida, Yoshiko 

Vuong, Lynette D. 

Wong, Jade Snow 
Wong, Shawn 
Yamada, Mitsuye 
Yamasaki, Minora 
Yep, Lawrence 
Yoshikawa, Eiji 
Yung, Judy 

Others (Eds.) 

(J) All I Asking for Is My Body 
(C) Water Margin 
(J) Citizen 13660 
(J) In The Alley 
(J) Lucky came Hawaii 
(J) Some Prefer Nettles 
(J) The Dancing Kettle 

Desert Exile: The Uprooting of a Japanese
American Family 

M The Brocaded Slipper and Other Vietnamese 
Tales 

(C) Fifth Chinese Daughter 
(C) Each Year Grain 
(J) Camp Notes and Other Poems 
(J) A Life in Architecture 
(Cl Sea Glass 
(J) Musashi 
(C) Island: Poetry and History of Chinese 

Immigrants on Angel Island 1910-1940 

Kai-Yu Hsu and Helen Palubinskas, Asian American Authors (Boston: 
Houghton Mifflin, 1972). (An Anthology) 

Frank Chin, Jeffrey P. Chan, Lawson F. Inada, and Shawn Hsu Wong 
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"Pronounce But 'Love' and 'Dove"': 
Recognizing Literary Genres in 

Shakespeare's Plays 
by 

Gayle Gaskill 

"Speak but one rhyme and I am satisfied," Mercutio calls 
through the night to the silent, smitten Romeo: 
Cry but 'Ay me!', pronounce but 'love' and 'dove'; 
Speak to my gossip Venus one fair word, 
One nickname for her purblind son and heir. 

(2.1.9-12) 

As a well-trained young wit, Mercutio clearly recognizes the genre of 
conventional courtship verse well enough to jest about it. Romeo knows it 
better still, for he practices in earnest, while Juliet's frank, innocent skill in 
love poetry exceeds the rehearsed conceits of either young man. The sonnet, 
a fourteen-line wooing formula two centuries old when the star-crossed 
lovers pronounce it, shapes their first words to each other. It is a more 
eloquent form than the clumsy tetrameter couplets Rosalind receives from 
either her "love-shaken" wrestler or her love-sick shepherdess in As You Like 
It. 

When Shakespeare's plays depict love they incorporate nondramatic lyric 
genres into the drama. When they depict the reasoning process, they 
incorporate discursive genres, including not only orations, but also prov
erbs, essays, and philosophical commentaries. Finally, the plays include 
dramatic genres within themselves: masques and plays. With all of their 
recognizable artifice, these literary genres enhance the verisimilitude of the 
dramatic performance, whether they portray heightened feeling or reveal 
empty posturing. As teachers we can enlarge our students' appreciation for 
Shakespeare's skill in language and characterization by helping them 
discover these genres in the plays they study. Several familiar illustrations 
of literary genres appear in Romeo and Juliet, As You Like It, Julius Caesar, 
Hamlet, and The Tempest. 

1. Romantic verse genres 
To Shakespeare's great credit, the most hide-bound convention oflyric love 
poetry is the one he breaks most frequently: the conventional persona of a 
love poem is a man, he has all the verbal fun, and though he may beg his lady 
to say "yes," she actually says nothing. Shakespeare's lovers, wise or foolish, 

display an equality of the sexes in their poetic expression of feeling. 

a. The sonnet 

"If I profan~ wit!1 my unworthiest hand/ This holy shrine," 
Romeo_ begms, mtroducing his courtship with the cross-rhymed 
quatram of an English sonnet: 

the gentle pain is this: 
My lips, two blushing pilgrims, ready stand 
To smooth that rough touch with a tender kiss. 
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Jfliet's ~eply is equal to Romeo's in tenderness and superior to it in its choice 
o ~onceits (Stamm 8-9). She turns his cold metaphorical shrine to a human 
~att and conv~~s the awkward, blushing pilgrim lips into "holy palmers" 

e ore a more fimcky hearer can condemn Romeo's analogy: 

Go~d pilgrim, you do wrong your hand too much, 
Which mannerly devotion shows in this: 
For saints have hands that pilgrims' hands to touch 
And palm to palm is holy palmers' kiss. 

1:-1"ter this m?dest yet encouraging reply, the two lovers divide and share the 
fmal qua tram, the closing couplet, and the rewarding action. Romeo begins: 

. Hav: not saints lips, and holy palmers too? 
Juliet. Ay pilgrim, lips that they must use in prayer. 
Romeo. 0 then, dear saint, let lips do what hands do, 

. T~ey pray: grant thou lest faith tum to despair. 
Juliet. Samts do not move, though grant for prayers' sake. 
Romeo. Then move not, while my prayer's effect I take. 

(l.5.93-106) 

Two other sonne~s in the play are spoken by the Prologue with rave 
ceremony, but this sonnet is a duet, employing ceremonious lan uag e to 
fJ:hance spontaneous feeling. With their conventional saints and ;ilgjms 

e~e young lovers have not invented the religion of love but found it' 
rea ym.~de, t~ express, embellish, and even restrain their sudden excite~ 
~:~~- You kiss by th' book," Juliet notes (l.5.110). and the book is well 

b. The amorous couplet 

In As You Like It Orlando and Phebe, Rosalind's male and misguided female 
~vlersd, b,orrow their jingling amorous couplets from a less eloquent volume 

r an o s verses decorate the Forest of Arden: · 

From the east to western Inde 
No jewel is like Rosalind. 
Her worth being mounted on the wind 
Through all the world bears Rosalind. ' 
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Orlando's love at first sight is as true as Romeo's, but he lacks the education 
and the art to express it. A court fool's parody quickly transposes this "high
pitched sentiment ... into a lower key" (Rees 44-45): 

Sweetest nut hath sourest rind, 
Such a nut is Rosalind. 

Even the flattered object of admiration herself confesses it a "tedious homily 
of love" with more metrical "feet than the verses would bear" (3.2.86-89; 
108-09; 162). Freed from the court's restraints, Orlando invents these 
rhyming incantations to rouse his feeling in the absence of his beloved, little 
realizing that his verses rouse the lady's feelings as well. 

Orlando's female counterpart in verse is not Rosalind; she courts him in 
prose and in male disguise. Rather, it is Phebe, wistfully deceived by 
Rosalind's manly costume, whose bold couplets sound a sour echo of Juliet's 
gentle offer: 

Whiles you chid me, I did love; 
How then might your prayers move? 
He that brings this love to thee 
Little knows this love in me; 
And by him seal up thy mind, 
Whether that thy youth and kind 
Will the faithful offer take 
Ofme and all that I can make. (4.3.54-61) 

Orlando's clumsy verses are his homely, harmless expression and investi
gation of new feelings, but Phebe's are greedy and downright sinister. She 
makes her "faithful offer" not in her own person but by one "that brings this 
love to thee," her doggedly faithful lover, Silvius. Meaning to deceive her 
lover, she is herself deceived. Sincerity is the first principle of love poetry. 
Orlando's verses betray false rhymes but a true heart; Rosalind will teach 
him to court her with more wit. Phebe's rhymes are monotonously true, but 
they betray her falseness to Silvius and ironically persuade Rosalind to 
contrive a marriage between the two. 

2. Discursive genres 
Shakespeare's characters are famous for uttering their private philosophies 
aloud, and like famous arias, their more popular ruminations, such as 
Caesar's funeral orations and the seven ages of man, develop independent 
careers as memory exercises. We will be wise, however, to teach the contexts 
of these speeches as precisely as we teach their poetic merits, for in several 
discursive genres, the most telling quality they reveal about human reason 
is its consistent self-deception. 

a. The oration 
Men make successful orations to impress the public, not to explain their 
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private thoughts, as we see in the contrasting funeral eulogies in Julius 
Caesar. Brutus has not yet worked out his own complex yet compelling 
r~asons_ for ~8:esa-:·~ a~sas~!nation, when he confronts the anxious pleb
eians with his }~st1ficat10n: As Caesar loved me, I weep for him; as he was 
fortunate, I reJmce at it; as he was valiant, I honour him; but as he was 
ambitious'. I _slew ~im" (3.2.24-27). More intent upon balancing his phrases 
than _ProVIdm~ his a~gument, Brutus convinces only himself. Antony's 
promises_ and_ irony, hke ~he bleeding visual aid near his pulpit, are less 
complex m pnvate reasomng, more clear in public intention: 

'Tis good you know not that you are his heirs; 
For if you should. 0, what would come of it! 

~tony·~ p_rop~ecy, like Brutus confession, reveals its speaker's character 
m the d1stmctive ~se of the genre of public oratory. The effective speaker 
concen~ate~ on his hearers more than on his message, style, or conscience. 
The orat10n 1s no fit genre for private rumination. 

That pri_vate, reflectiv~ exploratory genre did exist in Shakespeare's time 
thoug~ it was somethmg of a novelty then. Montaigne had invented the 
essay m 1580, and though Floria's popular English translation of 1603 
appeared_late in Shakespeare's career, Montaigne was nevertheless avail
able to him ~rom at least 1595 (Jenkins 109). Hamlet's cogitations are 
essays, and _m The_Tempest the kindly old councilor Gonzalo presents a 
dream of an ideal commonwealth that comes "almost verbatim from Floria's 
translation of Montaignes's essay 'of the Caniballes,' which purports to 
defend the natural reasonableness of precivil life" (Walter 65). 

b. The proverb 

The ~ssay_is not f~r ~hakespeare's Brutus, not even in his private moments; 
desp1~e his conVIction that he is thinking and behaving rationally, he 
substitutes proverbs for reasons and so convinces himself with the more 
pers_uasive, less rational discursive genre. When Brutus first ponders 
Calln.~s call to oppose Caesar's greatness, for example, his speech is 
compiled almost exclusively of proverbs (Orkin 195-96). Brutus says: 

What you have said 
I will consider; what you have to say 
I will with patience hear, and find a time 
Both meet to hear and answer such high things. 

The old proverb reads, "There is a time to speak and a time to hold one's 
peace." Brutus continues: 

Till then, my noble friend, chew upon this: 

His second proverb is twice as old as the first: "To chew the cud upon a thing." 
Brutus does not invent, embroider, or pun upon his proverbs; he only states 
them, and they fill up the place of argument. He continues: 
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Brutus had rather be a villager 
Than to repute himself a son of Rome 
Under these hard conditions as this time 
Is like to lay upon us. ( 1.2.167-75) 

His third proverb dates back over half a century: "Better to be first in the 
village than second at Rome." Not only in this reply to Cassius but 
throughout the tragedy, traditionally proverbial phrases measure out 
Brutus thoughts. The persuasive power of proverbs is blind rather than 
rational: they convince by apt phrasing and familiarity. The politician who 
persuades others with proverbs interprets new information with comforting, 
readymade analogies. Brutus, however, persuades himself with proverbs: 
only thus can he ignore the harsh fact of human weakness and retain his 
comforting but unreasonable Stoic ideals. 

c. The personal essay 
Lacking the dignity of an oration or the antiquity of a proverb, the personal 
essay offers a leisurely, original, analytical, and free inquiry into life's 
curiosities. Hamlet's reliance on the essay form makes him a modern hero, 
curious and self-doubting. In The Tempest Gonzalo echoes not only the form 
but the substance of Montaigne's writing as he passes the heavy time after 
shipwreck by devising an innocent. if ineffectual vision of an ideal colony: 

All things in common Nature should produce 
Without sweat or endeavour: treason, felony, 
Sword, pile, gun, or need of any engine, 
Would I not have; but Nature should bring forth 
Of it own kind, all foison, all abundance, 
To feed my innocent people. 

I would with such perfection govern, sir, 
T'excel the Golden Age. (2.1.155-60; 163-64) 

In practice Gonzalo cannot govern even the quarrelling noblemen 
who mock him, but in an essay he can produce and control all 
manner of speculation . as Montaigne does in writing "Of the Caniballes"; 

There is ever perfect religion, perfect policie, 
perfect and compleat use of all things. They are 
even savage, as we call those fruits wilde, which 
nature of her selfe, and of her ordinarie progress 
hath produced: ... for me seemeth that what in 
those [primitive] nations we see by experience, 
doth not only exceed all the pictures wherewith 
licentious Poesie hath proudly imbellished the 
golden age .... The very words that import 
lying, falsehood, treason, dissimulations, 
covetousnes, envie, detraction, and pardon, were 
never heard of amongst them. (1: 221-22) 
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Montaigne is reporting, an~ Gonzalo is speculating: neither is attempting to 
persu~de others to adapt his proposal, much less struggling to govern. The 
essay 1s a perfect genre for this imaginative, academic inquiry. 

In Hamlet, the leisurely, speculative essay becomes more sinister as it draws 
out the suspense of delayed action. Like Montaigne, Hamlet examines the 
"little curiosities of life. The Player weeping for Hecuba, Fortinbras leading 
an army to capture a mere eggshell," and the revealing behavior of guilty 
souls at a play, are not only subjects for speculations, but Hamlet's 
occasions for self-reproach (Jenkins 138-39). In form and in fact the essay 
both delays real action and draws attention to that delay. 

d. The philosophical commentary 
Perhaps the most quotable and attractive discursive genre in Shakespeare's 
plays is the philosophical commentary. From As You Like It, Jaques's 
soliloquy ' The seven ages of man' is an elegant example. As impersonal as 
the oration, ancient as the proverb, and leisurely as the essay the philosophi
cal commentary looks back at Plato through the vision of the Italian 
Renaissance. When we spy an example of such a revered genre in 
Shakespeare's plays we are wise to inquire suspiciously into the character 
of the speaker and match his balanced phrases against their prototype. 

Jaques, the self-proclaimed philosopher who describes the seven ages of 
man, is a self-absorbed and 'melancholy fellow.' In all seven ages, man, as 
Jaques sees him, is impotent and ignorant. In Renaissance commentaries, 
man is a microcosm of the universe, and each of the seven ages of man is 
influenced by one of the seven planets (Allen 334-42). Thus the Moon 
controls _the .. nutritive and vegetative influence upon the 'infant/ Mewling 
and puking, Mercury controls the studies of "the whining school-boy," and 
Venus controls "the lover/ Sighing like furnace." 

Though peevish and powerless, Jaques's first three ages are at least 
consistent with the Renaissance paradigm. With the fourth age, however, 
he proposes a melancholy alteration. In the traditional commentary, a 
man's fourth age, middle age, is controlled by the Sun, which offers reason 
and strength. Attaining reason, a man is no longer wholly subject to chance 
planetary influence but free to seize those influences that benefit him. 
Jaques omits the Sun and reason from his list and moves directly to the 
soldier, "quick in quarrel" as Mars takes control. Where Jupiter's power 
traditionally gives prudence to the citizen in the sixth age, Jaques sees the 
self-serving "justice/ In fair round belly, with good capon lin'd.'' Where 
S::1.turn's power traditionally gives the last age a dignified, contemplative 
withdrawal from worldly concerns, Jaques produces a stick comic figure, the 
le~ and slipper'd pantaloon.'' Having omitted the fourth age from his 
cymcal catalogue, Jaques invents a pathetic seventh to fill up the tally: 

Last scene of all, 
That ends this strange eventful history, 
Is second childishness and mere oblivion, 
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Sans teeth, sans eyes, sans taste, sans 
everything. (2. 7 .139-66) 

Despite its attractive neatness of illustration, the "seven age~ of man''. s?eech 
reveals itself to be but a melancholy complaint when we discover it m the 
voice of a self-proclaimed "melancholy philosopher" or place it into the genre 
of Renaissance philosophical commentary. 

In the context of the play, Jaques has the last word on the subject of man's 
"strange eventful history," but he takes no action. Instead,_ it fs men ~f 
action, too busy to hear his philosophy, who directly contradict it by their 
example, for as Jaques concludes, Orlando arrives assisting his old serv_ant, 
Adam. Though Orlando is a lover, he is at this moment too busy as a fnend 
to be "Sighing like furnace," and though Adam is old and hungry, ?e is n~t 
"sans everything," for he had friend to care for him . Though the philosophi
cal commentary is the most eloquent of Shakespeare's discursive genres, it 
is like orations, proverbs, and essays, a pathetic s~bs~itute for deed~. 
Romantic verses, whether of a high or low art, produce action m Shakespeare s 
plays, but discursive genres reveal speakers who only speak. 

3. Dramatic genres . 
When Orlando at last marries his Rosalind, the god Hymen appears m a 
wedding masque. In The Tempest, Prospero presents his daughter and her 
lover a betrothal masque. Acting as his own master of revels, Hamlet 
contrives a command performance of a play that will "catch the conscience 
of the King" (2.2.601). Drama, as Aristotle, explains in The Po~tics, is the 
imitation of an action, and in Shakespeare s plays the dramatic genres of 
masque and play produce the ceremony that confirms and reveals real 
action and gives it significance. 

a. The Masque 
Outside the fictive context of a play, a masque is a ceremony presented once 
only, in the presence of royalty, and marking a significant occasion: It is a 
state ceremony with legal implications. Members of the roy~l fam~y may 
participate in the action, their amateu: performanc~s he1ghtemng the 
pleasure and the significance of the occas10n for an audience who conflates 
the elegantly costumed performers with their honorific role~. The Elector 
Palatine, visiting the court of James I in order to marry the Kings daughter 
Elizabeth, was honored with masques (Kermode xx). The actor who plays the 
marriage god Hymen in As You Like It, whether ~e is _making his fi:st stage 
appearance now in Act 5 or whether we recogmze him as a pag~ m a new 
costume presents Rosalind undisguised to her father, Duke Semor, so that 
the Duk~ may give her hand to her chosen husband. To the ~ccompani~ent 
of "Stil music," the god speaks his presentation speech m ceremomous 
rhymes: 

Good Duke receive thy daughter, 
Hymen from heaven brought her, 

Yea brought her hither, 
That thou mightst join her hand with his 
Whose heart within his bosom is. (5.4.110-14) 
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Ros~lind forsakes her disguise as Ganymede and assumes her right role as 
a pnncess and her new role as a wife. The masque makes it all official. 

Th~ ~a~<;lue is more of art than of nature. Its stilted formality enhances the 
vens1mi11tude of the surrounding dramatic action. In The Tempest, the 
betrothal masque that Prospero produces for Miranda and Ferdinand 
re~ognizes their intended marriage officially as a princess of Milan and a 
~rmce of_Na~les. The love match has serious and happy political implica
tions. With its elaborate ceremony of singing, dances and rich costumes 
it confirms Prospero's long-planned success. He has co~trived this marriag~ 
to c~rrect the ol~ con~piracy by which his brother had usurped the throne 
of Milan by plottmg with Alonso, the guilty King of Naples. Beautiful for its 
own i:iageantry, Prospero's masque more significantly confirms a state event, 
for with the betrothal of the princess of Milan and the prince of Naples the 
political union becomes a peaceful and hallowed one. 

It is ~ls~ a didactic performance that emphasizes chastity. This state 
occas1?n 1s a_ betrothal, not a marriage. Cupid is banned, and Juno, the wife 
of Jupiter, gives her blessing. Prospero instructs these eager lovers in the 
virtues of the Golden Age. 

b. Theplay 

Just as the masque is a ceremonious representation of a legal action, for 
Shakespeare the play within a play is a revelation of psychological action. 
The performance of a play in the presence of royalty requires two stages and 
creates two dramas at once. In a court performance of Shakespeare's time, 
the royal party sat upon a separate stage within view of the audience. 
Because of !heir enormous social importance, the royal party commanded 
more attent10n than the players. When travelling players in Hamlet present 
The Murder of Gonzaga before the king and queen, not only Hamlet and 
Horatio but all in attendance can mark them well. They are expected to 
respond to the performance, for they are part of it (Kernan 110-17). Since 
t~e murderous King Claudius cannot thus hide his countenance and remain 
s~lent and ~nobserved, he interrupts the performance only moments after 
his. dramatic counterpart appears and addresses his fatal poison with 
ommous couplets: 

Thou mixture rank, of midnight weeds collected, 
With Hecate's ban thrice blasted, thrice infected, 
Thy natural magic and dire property 
On wholesome life usurps immediately. 
(Pours the poison in the sleeper's ears.) 

(3.2.251-54) 
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The Murder of Gonzaga itself is a quaint genre, a crude revenge tragedy with 
overtones of a morality play, and its stilted, jingling dialogue has not shaken 
Claudius by its style. The Play's imitation of a murderous action, however, 
though probably as stylized as the speeches, immediately prompts the king 
to rise to call for light, and to leave the hall, taking the whole party with him, 
and confirming Hamlet's suspicion of the king's guilt. It also drives Hamlet 
to take a decisive action, as his essay-like soliloquies could not do. 
Commenting on eve:ry action of the play, Hamlet is drawn into revealing 
himself as a threat to the king. His first action goes aw:ry when Hamlet kills 
the hidden Polonius instead of Claudius: "Thou wretched, rash, intruding 
fool, farewell./ I took thee for thy better" (3.4.31-32). It is, however, the 
turning point that leads to the inevitable doom of the play. 

Not all of the genres that appear in Shakespeare's plays have eloquent 
examples to represent them. The speech that precedes Claudius's self
revealing behavior, for example, has qualitie of doggerel. The play itself, 
however, moved the hesitating prince as well as the guilty king, just as 
Orlando's love poems move Rosalind, though she recognizes their want of 
poetic merit. Jaques's melancholy discursive commenta:ry on the seven ages 
of man, on the other hand, is most eloquent, yet he persuades no one to adopt 
his philosophy. The quality of the verse has less power to move than the 
genre itself. 

A perception of traditional genres in Shakespeare's plays gives a context for 
understanding the characterizations of the plays themselves. Romantic 
verse is the cause and commemoration of action. Discursive genres display 
the faults of reason. The dramatic genres of masque and play validate and 
confirm the actions themselves. 
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Universal Landscape in 
Will Weaver's Red Earth, White Earth 

by 

Jill B. Gidmark 

In the compellingly beautiful and ultimately tragic film The Field, based on 
the 1965 play of the same name by Irishman John B. Keane, Bull McCabe 
is obsessed with the land, specifically the smallish plot that he and his son 
Tadgh rent near the sea. He and his father's father's fathers have fertilized 
it with rich seaweed and coddled and cultivated it with industry and love. 
Bull McCabe believes that there is a law stronger than common law, the law 
of the land, and that no cleric's collar, civil uniform, or weapon can protect 
his ancestors. In fact, though , it is the nightly terrorizing of the land's owner, 
a defenseless widow in her tenth year of mourning, by McCabe's on that 
drives her to leave the region and put the field up for public auction. Tadgh 
is not his honorable father's son-he lusts after Katey, the tinker's daughter 
by day, harasses the widow by night, and has no love for "the field" or any 
other land. Though no local farmer would dare bid against the Bull at the 
auction, a young Yankee, played with appropriate Fitzgeraldean swagger by 
Tom Berenger and ostensibly on the prowl for his Irish roots, can top any bid 
the Bull could possibly scrape together. The pretense of "roots" masks the 
Yankee's real motivation-to cement over the field and produce a superhigh
way system that would make him a fortune. The Bull's obsessive lust for the 
land and his rage at obstacles that come between consume, finally, the lives 
of the Yankee, Bull's two sons, and Bull himself. 

At a remove of an ocean, half a continent, and half a century, Minnesota 
novelist Will Weaver likewise produced in his fortieth year a call of the rural 
land no less compelling than John Keane's. It is a call borne of Weaver's own 
history with the farmland of northern Minnesota-a saga of working the 
land, leaving the land, returning, and sorting out its place in the lives of 
himself and his protagonist. 

Growing up on his grandfather's farm near Park Rapids, Minnesota equipped 
Weaver with the skills and experiences that drive protagonist Guy Pehrsson 
on his grandfather's farm. The farm Guy lives in and works is on the White 
Earth Indian Reservation which, along with both subtle and violent clashes 
between white farmers and red Indians for control of the land, lends the novel 
its title. The earth is the central concept in the novel, and what drives the 
concept forward is racial conflict for its possession. 

Guy himself is a microcosm of such conflict, descended from an alcoholic 
father and Bible-toting grandfather who farm in Indian land (except on 
Sunday) but who can't stand the sight of an Indian, and descended as well 
from a sympathetic and courageous woman who leaves her husband to live 
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with those Indians, specifically to move in with Tom Little Wolf, Guy's best 
boyhood friend. 

The novel's exposition is rife with a personalized racial conflict that plays 
itself out against a backdrop of the ongoing real-life struggle on the White 
Earth Reservation for land, the whites seeking to retain reservation land they 
had purchased in good faith and are now farming, the Indians asserting that 
those titles are clouded and they have been defrauded of land rightfully 
theirs, In 1889, the Nelson Act divided reservation land into allotments of 
between 40-160 acres for each Indian and also, unfortunately, allowed for 
the sale of that land to non-Indians. Within 40 years, 80 percent of the 
allottees had lost their land, receiving only 10 percent of what the land was 
worth, until today only 1 / 3 of 1 percent of the originally allotted lands are 
in Indian hands. Weaver's book was published the year of the 1986 
government proposal to solve the dispute, but in fact the white farmers didn't 
get their titles cleared, and Indian heirs, when they can be identified, have 
been having a difficult time claiming their settlement. 

When he was 18 and his father was incapacitated by an alcohol dependency, 
Guy bargained with his grandfather to farm the land. "Two thirds, one third. 
And no Sundays" (110). It is flax that Guy chooses to sow on the farmstead's 
hundred acres, much to his grandfather's disapproval; that was not a crop 
anyone in Becker county ever grew. But Guy remembered open fields of flax 
near Winnipeg he had seen while visiting his mother's relatives. He had dug 
up a sheaf of the grain still in its Canadian soil and kept it in his trunk to 
remind him of what he saw: 

. .. at sundown ... a great field of grain in 
brilliant blue bloom. The field was so long its far 
end flowed into the sky. The blue grain matched the 
color of the air. He could not tell where the grain 
ended and where the sky began (90). 

When Guy's thriving crop is ruined by heavy rain at just the wrong time and 
when a hired combine crew arrive at the right time but aren't permitted to 
harvest because of Guy's no-Sunday promise to Helmer, Guy strikes out in 
disgust for California. His failure and despair drive him to sever himself from 
the land, and, though Guy doesn't recall it, we remember his mother's earlier 
prophetic admonition, 

[D]on't buy land ... The land hooks people, especially 
farm boys like yourself ... You take a tractor and plow to 
it, turn a green field back and then make it green again, 
you start to feel powerful. I can see it in the way men 
talk. They talk like they control it, like it's their 
slave ... But that's not true at all. The land controls 
you. It controls everything (118). 

Guy dodges the land for 12 years. As an entrepreneur in the Silicon Valley, 
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he makes it big with electronic circuit boards, drinks fine Chablis, dates a 
Stanford English department graduate student, and subscribes to Rose 
Grower's Monthly, a lifestyle that rural Minnesota could hardly have 
prepared him for. Neither is he prepared for the wobbly pencilled message 
from his grandfather that opens the book, "Trouble here. Come home when 
you can" (11). After fifty hours of d1iving, a quarter gram of cocaine, three 
speeding tickets and tapes of Leo Kottke and Joseph Haydn, Guy is two miles 
away from his grandfather's farm. He senses ... the great weight of the land 
all around him. 

. .He suddenly understood that farmers spoke in 
short sentences or none at all because the land 
weighed down their voices. The land took away 
speech because it was always bigger than words to 
describe it (144). 

The weight of the land presses Guy now at his return as it had when he had 
left. He was freed of its pull then by leaving, and when the land surrounds 
him once again, a second time he is able to release himself, and though the 
wrestling is difficult, it enables him to exorcise childhood ghosts, overcome 
adult hangups, and set much to rights. 

For one thing, his return reestablishes a close bond with his mother. In 
leaving her husband, her house, and the farm, and assuming Indian 
allegiances, Madeline models the freedom of place and of spirit that Guy only 
mimes. His father and grandfather are closely identified with the land-like 
Bull McCabe, they possess it, cultivate it, and cannot see beyond its 
productivity and its demands. Madeline prefers the forest to the rolling 
prairie and sheds the land like a restrictive skin. The polarity is clearly 
drawn. 

Reaching toward his mother during their first sight if each other in a dozen 
years, Guy simultaneously feels "old blood" restraining his arms. The old 
blood is his father and grandfather and ancestors even farther back, he 
intuits, "people who worked the land. If right now he spaded up a hole and 
put in his hand, in the cool earth he could feel them shifting, turning; hear 
them whispering to him" ( 165). But Guy does embrace his mother and defy 
the land's hold: 

Right now the old blood was not so strong. 
It was not strong because ... he had been away 
from the land for a long time. He had broken its 
hold. Now he controlled the river of his own 
heart. ( 165) 

Guy's persistent stance is at a distance from the land. Like the Yankee in 
Keane's Ireland, Guy makes a trip back to his roots but has no intention of 
becoming rooted. And detachment from land also implies detachment from 
people. The postcard he buys to send his Stanford girlfriend is an aerial view 
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of his town of Flatwater: "From the great height you could make out 
occasional tiny tractors and cars. But no people" (175). Guy becomes 
attracted to a senator's attorney sent to the reservation to placate angry 
white constituents threatened by Indian land claims, but Guy evades 
psychological intimacy with her. 

Guy resists close human relationships because "people were always crazier 
and more dangerous than the land ... [H]e stayed apart from people so their 
craziness would not touch him ... Farmers chose land but the land wore you 
down" (225-226). But Guy determines that his return to Minnesota won't 
imply that he is choosing the land. There was just something he needed to 
do here, a conflict to resolve. "He came to understand that if he left 
[Flatwater] now, he would be no better than the silent fields around him" 
(227). 

Even when the land issue accelerates legalistically and violently, Guy tries 
to be objective. On one hand, he doesn't want to see his grandfather lose title 
to the farm, and moreover he is beginning to turn his father's destructive 
behavior around. More compelling on the other hand are his mother and 
Tom Little Wolf, law school graduate and now president of the White Earth 
Chippewa/ Anishinabe Tribal Council. When Guy admits to his grandfather 
that he owns only a house and a small yard in California, Helmer is confused, 
"A man should have land ... What would a man do without land?" (245) That 
the answer of the white farmer differs drastically from that of the Indian 
symbolizes a conflict deeper than the physical features of the land. 

In Clouded Land, Randy Croce's excellent documentary of the White Earth 
dispute that has aired several times on public television, an Anishinabe 
youth asks, "If you live on the land and belong on the land, who owns the land 
is a spiritual matter. Indian people don't think of the land belonging to them, 
they think of them belonging to the land." Rather than actively farm the land 
as the whites do, Weaver's Indians would plant the fields back to pine and 
the lakes to wild rice-the land is a spiritual identity and solace for them. The 
government's public offer of$12 million to the Indians to give up their claims 
is unceremoniously rejected: "You can't eat money! You can't walk on 
money! You can't hunt money!" (261) The verbal rejection gives rise to 
physical combat and loss oflife in the novel: "The blood was a dark red throw 
rug on the pale blond stubble of the field. Red earth, white earth" (287). 

Plowing his grandfather's fields the weeks he is back in Minnesota, Guy's 
"heart starts to beat faster" (294). The "old blood" is strong. Helmer 
accidentally dies, and intentionally wills the farm to Guy. By transferring 
the title to Martin, Guy invests in his father self-respect and a livelihood, 
motivation, we are to assume, for a drug-free future. By the time Guy returns 
to California he had made a choice that does not include the land, but his 
meddling with the land and the people of his past has liberated him 
emotionally. For the first time, he is able to establish honest human 
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relationships. He can admit that the graduate student has less allure for him 
than the senator's attorney. Weathering personal and ethnic crises has been 
cathartic, and Guy reenters his California present with control and freedom. 

Gregory Morris, in examining Red Earth, White Earth for his article "The 
Agrarian Impulse in Contemporary American Fiction," asserts that, for ?~-lY• 
"Reclamation of past and land fails, as if politics were too strong a med1cme 
for matters of spirit and desire" ( 194). For me, the ending of the novel is much 
more sanguine. What Guy has reclaimed is more important to him 
personally than land, though land has been the catalyst for the renewed 
spirit and the desire that he comes away with, to say nothing of his mother, 
who accompanies him to California after Tom's death. In the renewed bond 
between son and mother, the circle of the past has successfully closed for 
Guy as it has for Martin with the ownership of the farm. 

This novel of getting in touch with on's roots is for Guy as much a salvation 
and a rebirth as it was for Keane's Yankee a damnation and a death. The 
land itself is, finally, inconsequential to both Guy and the Yankee, but it 
proved appropriately instrumental in ways they could never have imagined. 

WORKS CITED 

Morris, Gregory. "The Agrarian Impulse in Contemporary American 
Fiction." Michigan Quarterly Review Winter 1988: 179-202 

Weaver, Will. Red Earth, White Earth. New York: Simon and 
Schuster, 1986. 

53 

From Our Past 

As MCTE matured during the middle years, 1970-1977, it took positive 
action on pressing issues - certification, training of teachers, alternative 
educational careers, over-emphasis on vocational education - and reaf
firmed its commitment to the humanities. MCTE strengthened its influence 
by establishing the Minnesota Conference on English Education. 

In 1970, MCTE benefited from an active publications program. Publications 
brought money and recognition to the MCTE and served the profession well. 
All available copies of the fall issue of Minnesota English were bought by the 
Minnesota Department of Education. Also, the bibliography, Linguistics for 
English Teachers, continued to sell throughout the nation. NCTE bought 
250 copies. A series of study guides on Ethan Frame, The Scarlet Letter, In 
Cold Blood, To Kill a Mockingbird, and The Grapes of Wrath, prepared by 
Brother Raphael Erler and Sister Mary Greaber, were introduced. Transpar
encies titled "Parliamentary Procedure," prepared by Gloria Erwin Ander
son, and tapes of Paul Roberts' speech were produced and sold. 

During this period, Dr. Allen cited a need for a liaison committee between the 
State Board of Education and MCTE. This committee was formed and 
chaired by Dr. Joseph Miller. The State Language Arts Advisory Committee 
had resigned because it no longer advised the State Board but rather the 
State Department. Information was unavailable on which colleges had their 
programs approved. Because of these problems, the Special Liaison 
Committee held many meetings on certification with representatives of the 
State Department. 

At the same time, MCTE conducted a survey to determine the way in which 
colleges were meeting guidelines for elementary certification. 

Two problems also were dealt with: computerizing the membership files to 
improve service; filing necessary papers to obtain exemptions from sales and 
income taxes under non-profit corporation status .... 

In 1970-1971, MCTE continued to be concerned with state and national 
problems facing the profession. The Articulation Committee took the 
initiative to meet with representatives of junior colleges in northern and 
southern Minnesota. A Censorship Committee was formed to work out 
procedures to help MCTE members involved in censorship cases. MCTE 
established a new Humanities Committee that was successful in publishing 
a survey on humanities and administering the National Science Foundation's 
Science and Humanities essay contest, "Man and His World," sponsored by 
the Hill Foundation. Opposed to the closing ofNCTE-ERIC, MCTE contacted 
the Minnesota Congressional delegation. 

"English for a Multi-Cultured Society" was the theme of the Twelfth Annual 
Spring Conference held at South High, Minneapolis, an April 30-May 1, 
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1971. Principal speakers were Robert Hogan, Executive Secretary ofNCTE, 
and Delores Minor, Supervisor of English, Detroit Public Schools. A 
"Celebration of the Cities" enabled conference attendees to visit experimen
tal classrooms, see talking typewriters, attend the Work Opportunity Center 
as well as visit the Guthrie Theater and the Minneapolis Institute of Arts. 

[Excerpt from:] A History of the Minnesota Council of Teachers of English: 
The First Twenty-Five Years by Edna C.Downing. 
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LANGUAGE ARTS JOURNAL OF MICHIGAN 

A Call For Manuscripts 

For an upcoming special focus issue of The Language Arts Journal of 
Michigan, its editors invite submission of articles and essays focusing on the 
history of English language arts instruction. Such articles might examine 
past practices and texts, discuss significant changes that have occurred in 
the writer's own teaching practice, and/ or speculate on the directions 
English language arts instruction may /must go as we near the end of the 
century. Such articles and essays will be reviewed until February 1, 1992. 
Appearing twice during the academic year, LAJM publishes articles on 
issues, theory, theory-based practice, and research in the teaching and 
learning of the language arts at all levels, kindergarten through college. 
Manuscripts should be 6-12 pages in length, double-spaced, and use the 
MLA style for parenthetical documentation and the NCTE Guidelines for 
Non-Sexist Use of Language. Send three copies and a self-addressed 
stamped envelope to LAJM Editors, Department of English, Central Michi
gan University, Mt.Pleasant, MI 48859. 

ASSOCIATION OF TEACHERS OF ENGUSH GRAMMAR 

A Call Fc(I Papers 

The Teaching of Grammar: K through college; The Association of Teachers 
of English Grammar is seeking presentations for the Third Annual Confer
ence on the Teaching of Grammar in grades K-college. The conference will 
be held at the Pennsylvania College of Technology in Williamsport, PA on 
June 18 & 19, 1992. We seek presentations in the following areas: textbook 
evaluations, classroom techniques, applied linguistics, teacher training, 
rhetoric and composition, reading skills, language development, and critical 
thinking. Presentations should be 20 minutes, with ten minutes for 
discussion. Please include information on A/V or computer needs, your 
address, phone number, and a short summary of the presentation. Dead
line for proposals: April I, 1992. Contact: Ed Vavra, Pennsylvania College 
of Technology, DIF 112, One College Avenue, Williamsport, PA 17701. (717) 
326-3761 Ext. 7736. FAX (717) 327-4503. 
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Minnesota English Journal Award 
for Best Articles 
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1\vo cash prizes of $75.00 each will be awarded for the two best articles for 
1991-92. These awards will be presented at the annual spring conference. 
Authors should follow the standard Minnesota English Journal submission 
rules. All articles published in MEJwill be considered eligible, although the 
Publications Board reserves the right not to grant an award if, in its 
judgment, none of the published articles meets the Board's criteria or its 
standard of excellence. 
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MINNESOTA ENGLISH JOURNAL 

The MinnesotaEnglishJournalis an official organ of the Minnesota Council 
of Teachers of English. It ordinarily c!-ppears twice a year, Fall and Winter/ 
Spring. The Minnesota English Journal publishes articles and poetry of 
general interest to its membership, teachers K through college. 

Manuscripts from Minnesota teachers are preferred. The MEI is distributed 
free of charge to the membership. Individual issues can be ordered for $3.50 
a copy. Manuscripts should be submitted to the editors. If possible, also 
send your text on an IBM compatible 5 1 / 4" floppy diskette in Word Perfect 
4.2 or 5.1 format. Please use an approved style sheet, either APA or MLA. 
Internal documentation and a works cited list are preferred. Manuscripts 
should be 5 - 18 pages, typed double-spaced. 

Please consult the call for papers that appear in each issue. At times, special 
issues will focus on specific themes announced in the MEI and posted at the 
Minnesota English Journal booth during the annual MCTE spring conven
tion. 

The editors will make every effort to acknowledge receipt of a manuscript 
within two weeks and to inform the contributor of its acceptance or rejection 
within 60 days. Include with the manuscript a stamped, self-addressed 
envelope. The editors reserve the right to accept or reject a manuscript. 

The editors may return a manuscript to request its revision, and the editors 
may make minor changes in the manuscript without consulting the con
tributor. 


