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Abstract
Genrescholars have expaséhe ideological nature of genres by examirtiogv they
promoteand nomalizecertainvalues, epistemologies, and power relatioRecently,
scholars have extended this workuptake the ways in whiclwriterst ake up ot her s o
actions, texts, and genreBoing sohasrevealedchow uptales become normalized gnd
thus,conventonal, yet less attention has been givehdw conventional uptakes can be
disrupted through critical interventions. Givatcomposition pedagogiesgten seeko
disrupt readingd writing practices to encourage critical awarenasgronger
understading ofwhenand why writers innovator use convention rsecessargnd
timely. This dissertatioexplores theoreticallwhenand why writers innovate or follow
conventions andlsoperformsa qualitatves t udy t hat t euptatke fia pedago
awarenesanddisruptiond By doing so, itheoretically contributes toptakestudies
andargues for conventionalizing alternative uptakiesthe classroono encourage

rhetoricalagency
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INTRODUCTION
Becoming Makers of thleansof Making Meaning
English represents that subject in the curriculum which gatlath Mathematics
and Science, puts forward foundational categories for thinking. It goes beyond
the latter two in providing us with the means of making our representations of
who we arethe means of seeing ourselves as the makers of our means of making
meaning and through this, giving children the possibility of seeing themselves as
the makers of their futures.
-- GuntherKressWriting the Future: English and the Making of a Culture of
Innovation
Il n r espons elfyowhad ahyear tp nesadmgnything, what would you
researchandwhy? f or his admittance to colfege, Ry a

| have been told numerous times from teachers and college application
people that the purpose of a college essay is to express mysk#laride
college see me as a thinkingerson.However | struggle trying to express myself
through writing.I dondét know why coll eges require
themselves in an essay, which is what | would like to research at this time in my
life.

The majority of applicants have some other better way to express who
they are.For example | am good at cinematograpBpmeone else might
express himself or herself through guitar or poe8pecific things | would do
would be interviewing codlge application people, interviewing applicants, and
researching a broader means for applicants to express themselves to a college.
Another reason for my dislike of the college edgssjythat my strong points are

in math and science not English artdrature. If | were asked to write a proof or

do a calculus problem rather than an essay, then | would be at a much larger

! Ryan was a participant in my research study. | was extremely fortunate that he shaodiedpe
entrance essay with me.
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advantagethanlamnoway be | dondét have the right i

significance of the college essay being an esHahis were the case, then

| would just discover its significance along the way in my researblerefore |

would be satisfied with either outcome and both would be beneficial to me.

While not explicitly stated within his essay, Ryan seems all too awarkishalbility to

Afsee himself as a maker of his means of maki
requirementhat he compose an essay for entrance into college. While the college essay

may allow him to be the maker of meaning, it certainly lirhisscapacity to act as the

maker of the means of making meaning. His means are limited to writing, a task in

which he believes he struggles, and his means are even more limited by the college essay,

a genre that requires him to express himself in centays through writing.

Even though Ryan questions whether he has
of the college essay being an essay, 0 his ow
the tension between what higher education says it \@ltekep individuals become
thinking individuals who c¢ adhanewhathighers t he ms el
education requires of individuals who want to enter irdai@ conform their thinking and
expression to certain kinds of genres, certain ways of thirdadgacting, rather than
providing a fAibroader means for applicants to
particularly heightened for Ryan because he does not appear to envision himself as the
kind of meaning maker that he believes the college vahesvants, although his essay
demonstrates a much higher level of rhetorical awareness and savvy than he attributes to
himself. Of course, Ryan is speaking about the larger institutional structure of higher

education in his essay, but the kinds of questibat he raises and his specific research
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guestion of Awhy coll eges require students t

precisely the kinds of questions that we, in composition and rhetoric, should be asking
ourselves, especially if we are to speathlarger academy and public about the
significance and importance of our field and if we, as a field, aim to provide individuals
with the possibility of seeing themselvesnaakersof their futuresas Kress suggests.
Recent work within composition dirhetoric, | believe, has begun to address the
tension that Ryan so insightfully points out. The movements towards rhetorical and
linguistic flexibility and diversity, multicultural studies, and new media within the field
and the classroom indicate agiog recognition that higher education must do more
than create individuals who seek to preserve tradition and convention; it must also work
to create individuals who can work with and respond to larger cultural and technological
changes that tradition amnvention may no longer appropriately or adequately address.
Kress inWriting the Future: English and the Making of a Culture of Innovasipeaks
directly to the role that he believes the English curriculum can and should play in creating
activeindvdual s with fAcertain disposidadulumals: conf i
linguistic, ethnic, ethicél and confident in the everyday experience of change; able to
see change and difference as entirely usual conditions of cultural and socaadite;
see them as essenti al productive resources?o
fl exible, adaptable, and active individual s,

curriculumnot onlyin its traditional role opreparing student fothatfuture [with

Kress writes specifically about the new English curr
writing this little book is to issue an invitation to participate in a debate focused on théhjrthe
English curriculum can, should and my play in the malk

directly to and about the English curriculum largely, | find his arguments apply just as well to the more
narrowly defined field of compositiomd rhetoric, a field that many argue is within the larger area of
English Studies.



multiculturalism, technological and economic change and development, and

transnationalism], but to see the curriculum, and the people who experienceakiag

andshaping hat future through their cosimpetent anc
original). In other words, while education has long purported the goal of preparing

students for their futures, it has not always imagined students as active individuals who

possess the ability to create and shape their futures through their ows mMaaress

writes, the new curriculum Ashould envisage,
who is at ease with difference and change, whose fundamental being values innovation

and is therefore able to question, to challenge, and abovepatigose alternatives,

constructivelp (29 emphasis in original). Clearly
conceptualizations of the English curriculum, mainly that students are not taught to view
themselves as being fully active participants withinrttaking and creating of

knowledge but rather as being passive recipients who receive and preserve existing

knowledge. Most importantly, for Kress, is that students learn to value and enact

innovation through the proposal of alternatives to the converdimhsraditions that

currently exist and proliferate.

Extending Kressds observation from the EN
of composition and rhetoric, | suggest that within composition and rhetoric, scholars and
educators have tirelesshyorked to encourage writers to view themselgsnakers of
meaningyet have often overlooked inviting them to see themselsebe makers of the
means of making meaning Here fAithe meanso make all the
worked to place writers (argtudents) at the center of the meaningking process so

that they see themselves as active participants, and certainly this is something to be
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celebrated. One of the primary ways in which scholars and educators within the field

have invited students toake meaning is through consciousressing or critical

consciousness. The notion of consciousiaissng is deeply embedded goal within

much composition and rhetoric scholarship and pedagogy, and it plays an especially

important role within what RichdrFulkerson identifies as the dominant movement in

composition within the past thirt&ten years:
While not denying the important differences between cultural studies, critical

pedagogy, and feminist approacheskErdon identifies these three as critical/cultural

studies approaches and notes that dall three

systematic cultural injustices inflicted by dominant societal groups and dominant

discourses on those with less power, gponuthe empowering possibilities of rhetoric if

students are educated to O0readébé carefully an

groups subordinatedo (4). As a result, when

employed within the compositon ¢l assroom, fAthe aim is not ¢

6l i berationd fromFulokmémaomn 4) scoltrsvsesmt sbd | i

dominant discourses, it is argued, occurs through the interpretation and critique of texts,

whether those texts are reagé about cultural theory or experiences of a cultural group

or individual and cultural artifacts, such as songs, advertisements, or TV shows

(Fulkerson 4). By performing these interpretive moves within these texts, students

di scover fdehspbou gowenio Amercanlsociety, specifically ways in

which the dominant culture dominates, in terms of race, class, gender, sexual orientation,

etc. 0 and then write essays that detail the

3 Fulkerson identifies critical/cultural studies, contemporary expressivist composition, and rhetorical
approaches as the three major approaches to the teaching os@anpo



their interpretadons and critiques (Fulkerson 4). By the end of this process,
critical/cultural studies scholars and educators argue that students have gained a critical
consciousness or awareness of the ways in which culture works and, therefore, can work
to resist culiiral forces.

For example, Henry A. Giroux explains that the writing assignments within his
APostcol onialism, Race, and Critical Pedagodg
examine how representations signify and position students through thetimsak and
ideological authority they carry in the dominant culture. Moreover, the writing
assignments were constructed so as to give students the opportunity to acknowledge their
own emotional and affective investments in issues regarding race, asioniahd the
politics of representationo (11). I n ot her
studentsod critical consciousness regarding i
representation. The four writing assignments that he debkigo& students through the
processes of analyzing the theoretical scholarship regarding one of three themes,
AOrientalism, Di fference, and Multiculturald]
Feminism, 06 and fANati onal i sm aofferingtalkergicalPol i t i cs
reading of an assigned critical or cultural theory text that identified major assumptions
and how those assumptions were relevant to their own experiences; applying some aspect
of what they learned about race and pedagogy to a partigudblem in the wider
university community in a position paper; and analyzing popular texts to discover how
Apower works through diverse regimes of repr
| arger spaces of -46). Giratxo polwed s (G rmoatxi Mgt t h

these writing assignments positioned students as cultural producers and enabled them to
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rewrite their own experiences and perceptions through an engagement with various texts,

ideol ogi cal posi t i oamlythe aasigmmentshde workitoeachidéve ( 1 6 ) .
these goals, yet | am struck by Girouxds wuse
that students produce, as Giroux describes them, do not seem to position students as
cultural producers but rather as culturderpreters and critiés in other words, it
positions them as makers of meaning through interpretation but not as makers of the
means of making meaning through production.

At the same time as encouraging writers to be the makers of meaning, then,
sclholars and educators and even the institution of higher education often constrain the
ways in which writers can make meaning through the means (in terms of actions,
mediums, genres, etc.). In other words, by controlling the means, the ways in which
writerscan claim and assert their rhetorical agency is constrained. For example, Giroux
invites students to compose papers in which they explore their interpretations of texts and
critique the texts. The means through which they make meaning appear to dx tiimit
traditional, academic genres, and, correspondingly, to interpretation and critique. And
returning again to my opening illustration, the requirement of the college essay may
all ow writers to fiexpress themsiggliemake® and r e
meaning); yet the means, writing and the essay, through which they seek to make
meaning is provided for them and even required. This first act that students perform
within higher education positions them as passive individuals who wikwesradition
rather than as active individuals who can and will contribute to already existing tradition
through alternative and innovative means and meanings. The college essay requirement

may indeed work to prepare students for their immediate fuiuities higher education



in which they will be expected to write essays, but, by doing so, it also limits the

immediate and more distant futures and means that students can imagine and create.
My aim thus far has not been to diminish the importancetefpretation and

critique or even of traditional, academic genres within the field of composition and

rhetoric, the composition classroom, or even the academy at large. Student, educators,

and scholars have gained many valuable insights and producedataalyle essays and

articles from such acts. This kind of work has exposed ways in which social structures

and institutions work to exclude as much as (or even more so) to include, and it has

worked to increase st udentesvithirathedneawimgi t er sdé aw

making process. However, as a field that often seeks to empower students and writers, it

is time to explore ways in which empowerment can move beyond interpretation and

critigue and into different kinds of writing and action,beyand i t er s fAmaki ng me a

to writers viewing themselves as fAithe makers
| am not, of course, the first to put forward this kind of argument. Gunther Kress

and Susan Miller, for example, illuminate the limitations chirehg a primary focus on

interpretation and critique. Admitting that his prior work in critical linguistics and

critical discourse analysis failed to move beyond critique, Kress is particularly interesting

in moving students beyond critique and into otkiads of action because both academics

and students fihave a responsibility . . . to

(4). As he writes:
my own aim is to move away from a conception of the critical reader, beholder, or
commentatad awaythat is, from a position ahsightwhich provides the ability

to produce analytic critique, as the central goal of humanistic education. Critique
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is anessential element of informed citizenship, and of public participation; in my

envisaged future saty it will be seen as an essential component in producing
the new goal oéducation as social action: the envisaging, design, and making of
alternatives (3 emphasis in original)
For Kress, critical insight, while a necessary and worthy action, sheuttly part of the
overall goal of educati@gh education should seek to endow students with the power of
critical insight but should also put student
of alternatives. The aim of education, then, as Kressnotesoul d fAmove beyond
as an aim in itself, to the proposal of alternatives as a new and necessary aim; in which
critical ability is an essential componento
actiono is especi aglsihceg it seekyvteextend thggoaofd i ntr i gui
education beyond the classroom and into society and it seeks to place students at the
center of social action, allowing them to envision, design, and propose alternatives to
make new futures rather than only learniftdiowing, and reinforcing conventions to
preserve tradition.
Kress believes this new goal of education is particularly important at this point in
time since our present must begin to address and respond to multiculturalism,
technological and economihange and development, and transnationalism in order to
create more dynamic and responsive futures. Critique within this cultural milieu is
simply notenough. Kressarguestliac r i t i que 1 s essenti al i n pel
a means of produognchange; by bringing that which is settled into crisis, it is a means
for producing a cultural dynamic. In period of intense change the problem is that the

cultural dynamic is too great, so that critique is not the issue; the focus of intervention has
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toshift to the design of possible alternative

change, and, thus, interventions must move beyond critique and into other kinds of more
innovative actions.

Susan Miller in -Roemhhbbtoag argusmentssinitaS e | f ?
to Kressodos; however, her focus is | ess on th
broadly and more on the limitations of cultural studies approaches within composition
and rhetoric. Writing specifically in response to James B@fhetorics, Poetics, and
Cultures she provides a strong critique of his cultural studies approach in the
composition classroom, noting that within it:

students readers are teachable, that is, easily led int@aseéltultural reflection,

andinode at es about the mediads classed and

writers, they only compose exercises in order to reflect on or display their grasp

of democraticonsciousness. In these model classes, their writing is not

positioned to enact thabnsciousness because theynasers, are not taught that

they have the power to do €498 emphasis in original)

Mill erds concern with Berlinds approach cent
students as writedsrather than being writers who endeeir newly gained
consciousness, they are writers who simply describe their newly gained consciousness.
Doing so, Miller suggests, limits the kinds of writers that students can become and it
limits the empowerment that they can achieve through their ioussess. This critique
is most succinctly and eloquently stated when Miller writes:
The students Jim [Berlin] portrays as needing constiess are not directed

towardpractice in manipulating genres, but to a smart awareness of generic
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power; notowardguerilla stylistics, but to savvy about stylishness; not toward

strength to withstand forcéisat event their critique from wide

acknowledgement,ut to interpretations of thederces. Yet culture as an object

of studyd no matter how it is stueldd no moe motivates active literate practices

than does reading great literature. (499)
Li ke Kress, the studentsdé |l ack of active inyv
concerns Miller.

Within her critique of cultural studies approachss also begins to suggest a
solution. In addition to interpretation and awareness, students need to be taught writing
(manipulation of genres and guerilla stylistics) and action (the strength to withstand
cultural forces and to work againstthem). Buidg on John GQultdral or yos t
Capitalt hat Ait i s not interpretation or ideol oc¢
political power. Instead, uneven access to means of literacy/lifgm@ayctiord to
making power through language, meading i® now and always determines uneven
class and social status, o0 Miller presents he
enabling students to act through language, first by placing its differential modes of
making in the center of our teaching,Ja® [Berlin] suggested. By teaching texts rather
than their meaning, by teaching awareness rather than rhetoric, and by teaching the power
of meanings rather than the making of statements, we inadvertently reproduce a politics
that i s awa(@d899% drdr MiperamdsKregsetben, it is not that cultural
studies or the English curriculum are failing; in fact, they are succeeding in providing

students with awareness or consciousness. However, in their opinions, the English
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curriculum and culttal studies need to extend that success into writing, into other kinds

of action, and into a greater rhetorical agency.

Mill erds calls for teaching rhetoric and
for alternatives and the making of students as nsaidetheir means of making meaning
certainly are compelling to the composition and rhetoric scholar and educator in me.

Like many in the field, | seek to empower students, and, like many in the field, | view

writing and rhetoric as two of the primary wasough which individuals can gain a

sense of empowerment. While writing certainly can and should reflect what writers have

gained through the actions of interpretation and critique, it seems central that writing

should also work to enact what writers/aajained through interpretation and critique

and that writers should have rhetorical agency over that enactment. Building off of

Mill erds and Kressds arguments, this dissert
writers can move beyond the actiafsnterpretation and critique and into different kinds

of enactment and action: that is, how writers can gain, experience, and utilize their

rhetorical agency within situations and contexts.

This is, of course, easier said than doneeeiglly within the context of higher
education that often seeks to preserve a tradition in which interpretation and critique are
the primary and central means of dispersing meaning and knowledge. How, then, do we,
as composition and rhetoric scholars addcators, answer these calls for moving
beyond interpretation and into a broader understanding of action? | suggest and argue
that rhetorical genre theory, uptake studies, and what | collectively term disruptive
theories (including multicultural studiesjtical theory, cultural studies, rhetorical genre

theory, and feminist studies), taken together, provide a theoretical framework from which
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we can imagine moving beyond interpretation and critique into other kinds of action and

from which we can develgpedagogical practices that enable and encourage individuals
to assert their rhetorical agency so that they can actively and deliberately create their
futures.

Rhetorical genre theory has gained and retained much attention and inquiry
within the fieldof composition and rhetoric within recent years. Conceiving of genres as
rhetorical social actions in response to recurrent situations (Miller) as opposed to simply
classification systems orraetorical forms, scholars, such as Bazerman, Bawarshi, Coe,
Devitt, Freadman, Giltrow, Miller, Russell, and Schryer, have examined the social,
contextual, ideological, and pragmatic nature of genre. In other words, genres are not
simplyform®t hey are forms, or fAforms of |ifed (B:
certain goals, actions, and effects in particular social contexts. People use genres to take
action, to Adoo things, to achieve certain e
with others. And, as a result, genres also reflect and create idabldighensions of
culture, of the people who create and use genres. Scholars interested in genre theory,
then, often look to genres, their contexts, their actions, and their users in order to learn
something about the contexts in which the genres attargkthe values,
epistemologies, and power relations (the ideologies) of particular cultures and/or groups
that use the genres.

Examining this ideological dimension of genre, many scholars have examined
how individual genres, genre sets (Deviggnre systems (Charles Bazerman), or genre
repertories (Bakhtin; Yates and Orlikowski) create and reflect assumptions and beliefs of

a social group, power, or culture that affect (both positively and negatively) the ways in
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which genre users can act wittparticular contextsWhile much scholarship has been

interested in what kinds of actions genres allow their users to achieve, recent scholarship
has also focused on what actions genres forbid or discourage and how genres constrain
user s o6 ac teicantmobed sulnett pasitiomsafor their users. For example,
Catherine Schryer in nGenr-afluencedch®rotepicr 0 per f o
analysis of insurance companiesd6 fibad newsbo
space constraints pkag upon writers and readers of this genree &raws the
conclusions that:
At its heart, [the bad news letter] attempts to freeze its readers in space and time
and reduce them to passivity and fresponse . . . at the same time, the
contextual informabn gathered during the interviews revealed a network of
power relations. The rhetorical form being reproduced within this correspondence
operated both as a constraint and resource and demonstrated the complex and
contradictory operations of power withimganizations(94)
Schryer, here, seeks to expose the ideology of a specific genre, the bad news letter, in
order to discover how the genre and the organization in which it is produced constrains
userso actions and cr e a ttherexampmes inaudelGillland s ubj ec
Fuller and Alison Leeb6s examination of the s
positions student writerds certain kinds of generic subjects (more specifically the
studertsubject, feminiss ubj ect ) , and mkatiotnlofosocial wlrlagenreds e x a
and how they work to indoctrinate users, specifically marginalized Inuit workers, into an
ideology that positions them within institutional power relations and that requires them to

adopt new and often foreign identities.
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In terms of my dissertation project, rhetorical genre theory highlights why it is so

important that individuals possess the ability to be and to see themselves as the makers of

the means of making meaning. Following genre theory, the means simply cannot b

isolated from making meaning because the means affects the kinds of meaning, the kinds

of actions that individuals can make and take within certain situations and contexts.

Returning to Ryan, he realizes that the college essay positioned him asrekbedtaif

writer, even a certain kind of individual, who was limited in the ways in which he could

express himself (i.e. make meaning). Now, o©

identified strength) would have also limited the ways in which he coulleessimself,

but Ryan, not the institution of higher education, would have made the decision as the

maker of his means, thus allowing Ryan to exercise some level of rhetorical agency and

choice. By controlling the meadsven if only in terms of the gerg¢hat individuals

are permitted to use within certain situations and cordettten, we risk controlling and

limiting the meanings that writers and students can make and even imagine possible.
Building on rhetorical genre theory that highlights tmportance of the means,

uptake studies provides a way in which we can more broadly conceptualize and

understand the means of making meaning. While genre is certainly one factor that

contributes to the means of making meaning, other factors, such agsks@mntext,

and the individual (s), do so as wel/l . Upt ak

speech acts and its adoption by Anne Freadman in rhetorical genre theory, focuses our

attention more broadly on how meaning is made within and betwgtnlily considering

the multiple factors, including genre, that aide in the meaning making process. Put

simply, uptake is what occusthe actions that individuals perfoérbetween texts in an
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attempt to make meaning; thus, uptake can be understood asdhs (m its most

comprehensive sense) by which individuals make meaning between and within texts.

Returning to Ryan agai n,fydubadayar®wi ved t he
research anything, what would you research andwvhy? a t e xt ) (uptekedin t oo k i t
the form of a college essay (a text). Ryana
the production of his college essay was influenced and created by several factors, some of
which he notes in his essay. Ryan was influenced by tesaahdrcollege application
people who told him Athe purpose of the coll
college see [him] as a thinking person. o He
prompt that delineated a clear task for him. He wtisenced by his use of the college
essay genre. He was influenced by his own experiences with writing and with other
genres and forms of communication. He was influenced by his beliefs regarding his own
strengths and weaknesses. He was influencelebgantext of higher education. And
he was influenced by the current situation of obtaining admittance to college. All of
these factors (and most likely more) contributed to and created his uptake of the writing
promp® the means by which he made mearohgvithin, and between the writing
prompt, the college essay, his situation, the context of higher education, and himself.

While rhetorical genre theory highlights the importance of the means and uptake
studies provides a way to conceptualize the mefmaking meaning, disruptive
theories offer a theoretical framework from which to encourage writers to be active and
innovative makers of the means of making meaning. The notion of disruption, | suggest,
plays a central role within many lines of schiskap in composition and rhetorias |

explore within Chapter 2. Feminism, cultural studies, and critical pedagogy, for
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example, place disruption at the center of their reading and interpretive practices and acts

in order to call into question largem@often oppressive) social and cultural structures

and institutions. These lines of scholarship encourage readers and students to be active
and innovative makers of meaning by inviting them to take a critical stance. Cultural
studies, for instance, ines students to read and interpret everyday and common cultural
artifacts, such as advertisements, to uncover the ways in which they depict and promote
dominant cultural beliefs that work to exclude or marginalize others and their beliefs.
Here readers ahstudents become active makers of meaning rather than passive
recipients of meaning embedded within cultural artifacts.

While these lines of scholarship focus on making readers and students active in
the reading and interpretation processes to makainggahetorical genre theory, more
specifically the explicit teaching of genre, and multicultural studies (two other lines of
scholarship that center on disruptive acts) provide a basis from which writers can move
from disruptive reading and interpretigets into innovative textual and rhetorical acts
that seek to enact disruptive readings and interpretations. Rhetorical genre theory
encourages writers to disrupt their interpretations of genres, mainly through analysis and
critique, so that writers gagnconsciousness of genres, their forms, and their ideologies
as well as an understanding of the inextricable relationship between form and context.
Multicultural studies encourages writers to disrupt conventional, academic texts and
ideologies by incorpating alternative texts and ideologies that are primarily informed
by their own marginalized linguistic and cultural backgrounds into the context of higher

education. Both of these approaches encourage writers to see themselves as the makers
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of the meansf making meaning and, especially, as active, critical, and innovative

makers of the means of making meaning.

Chapter Overview

The first two chapters of this dissertation outline the theoretical framework for
this dissertation and explore whatisast ake when writersoé rhetordi
because they are not seen as the makers of the means of making meaning. | position my
project in relation to uptake studies and disruptive theories, especially multicultural
studies and rhetorical gentee o r y . I n Chapter 1, APeeling B
Multi-Layer ed Per f or comenttheoretical donversatns regamling uptake
within rhetorical genre theomyith an eye toward the roles thadlividuals play within
uptake.lreviewAni s Bawar shi 6s, Mel ani theorkatibndardls, and K
usesf uptake | thenplace them in dialogue with each othed with performance theoty
suggest that uptake is best understoaddigiduals engaging ia multirlayeredperformance
andthat within current scholarship, uptakes pr i mari ly defined by the
purposes and goals conclude by exploring my own contribution to uptake stddies
individual uptaké that seeks to more fully and clearly understand what indivithialg to
uptake and how this contributes to and affects the overall uptake process.

I n Chapter 2, fiHarnessing the Power of Di
|l nterpretation and into Textual Productions,
within severalines of scholarship in order tnove disruption beyond interpretation and
into other kinds ofiction, specificallyalternative and innovativtextual productioa
After reviewing pedagogical practices within the explicit teaching of genre and

multicultural studies that seek to disrupt, | merge these two approaches and reread them
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through the concept of uptake. | conclude by suggestingethetiers can encouragk

students to disrugheir conventional uptakes througlpedagogy ofiptake awareness

ard disruptionthat is situated withithe interpretatiomand productiors of alternative,

innovativetexts and that values and promotes innovation alongside convention.
Chapters 3 and 4 are a tpart report of my qualitative research study that draws

from multiple methods to examine how and why writers employ innovation and

convention within their writing when given the option to do either The project takes

into consideration thaptakes, texts, experiences, and-sgffforted motivations of ten

studentswithin a rhetoricalgenretheorybased firstyear writing class.Chapter 3,

AResearch Methods, 0 outlines the design, <con
research study I n Worlang Wiehin and Agairfist Conventional Uptakes
Resarch Results, o | explore the results of my

on t he s trapatedmots/aiions ferlpursuing convention and innovation. | first
outline the patterns that | discovered in what students reported about withtse
more innovative and more conventional uptakes in response to the unit three writing
project that was designed as part of the pedagogy of uptake awareness and disruption.
From this, | analyze and delineate the nine most prominent factors that &ppeke a
difference when students are making their decisions to pursue convention and innovation.
The Conclusion, A6She Wasndét Teaching as
Pedagogy of Uptake Awareness and Disruptiono
research that are outlined within the previous four chapters. Within it, | propose and

outline pedagogical strategies and considerations as | explore how educators can work to
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conventionalize alternative uptakes and how educators as well as scholarsgezan bet

attend to the individual through a pedagogy of uptake awareness and disruption.
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CHAPTER1

Peeling Back the Layers:
Uptake as a MuliLayered Performance

Uptake is a particularly productive and dynamic area of study for those within
composition and rhetoric as it allows us to examine how people act through discourse or,
in other words, how discourse leads to real consequences, effects, and actions within the
social material world. Whether one is primarily interested in multicultuedbric, new
media, service learning, critical pedagogy, or writing centers, one of the things that binds
our seemingly fragmented and divergent field is the common and shared interest in how
people act through discoutsehat is how people use writing oregch or other textual
means to achieve their ends or goals whether those ends or goals are normative or
transformative. For this reason, uptake has much to offer the field and warrants attention
since we have much to gain from it.
Yet uptake is a slipery concept. What uptake is and what occurs during uptake
is still being worked out within research and scholarship, particularly within rhetorical
genre theory. To briefly introduce uptake here before | delve into its complexity and
intricacies, | turrto the commonly cited window example within speachtheory: you
enter a room, a friend says to you dAités hot
interesting about this seemingly banal interaction is not necessarily that the window is
opened evethough this may, in fact, be what physically allows the room to cool; what is
more interesting to me and to others is thattpmk upt he utt erance #Aitds hi
a request, as your friend most likely anticipated, and consequently you opened the

window to fulfill that request.
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How does this utterance fHitdéds hot in here

of a window? This question, or more broadly how does an utterance, a genre, or
discourse become actions, consequences, and effectsnised cencern of uptake. In
order for this to occur, however, someone needs to make an utterance and then someone
needs to take up that utterance to produce a response. Uptake, then, allows scholars and
educators to address and examine individual rtestioaictions or how peopteke things
upwi t hin particular contexts. Whil e the othe
hot in hereo as a request, you could have t a
a question, a demand, etc. Or anoffezson might have taken up that utterance
differently than you did. Itis precisely this individual component of ugtake ability
and necessity for a person to interpret an utterance and then perform certain rhetorical
actions in response to that utteca within social interactiodsthat makes uptake so
interesting and so productive for those within the field of composition and rheftosc.
this individual component that also makes uptake so interesting and productive for this
dissertation thatseekso under st and writers as fAthe maker
meaningo (Kress) and, from this, to encourag
flexibility and rhetorical agency.

Anne Freadmanonnects uptake to rhetorical genre thaoriger 2002essay

A Up t arkidetails the many uptakes of the legal and cultural genres that took place

within one specific | egal case, Athe Ryan St
anexecutod mor e specifically, she trfinddhes how t he
accused guilty as chargedo became the | ast i

with the hanging of Ronald Ryan. The importance and potential magnitude of uptake is
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heightened within this example, especially when compared to the windaowpé, as

the consequences of uptakehis case lead to the physical death of a human being.

While not all uptakes carry such weight, all uptakes need individuals to act. With this

extended example, Anne Freadman brought uptake to the attentionooicdiegenre

theory scholars, but uptake has a history that does not begin with Freadman or within

rhetorical genre theory. As Melanie Kill notes, uptake has a varied history with roots in

the sciences where uptake wastaod 18atetial byasd

and wi t hi nHo@to Do TAings With Wordshere he introduces uptake to

speeccact theory (fiChallengingodo 53)
Understanding genre as fAthe interaction o

Aithe propohentexobs,a &§regdman primarily def.

bidirectional relation that holds between this pair; that is, between a text and what Pierce

would call its O6interpretantdéoo (39). Wi t hin

as a relationspibetween textsHer distinction here between interaction and relation,

however, is an important one that | believe has some implications for how uptake is

understood.

'While Kill focuses her hi st or-acttheory, particslarly byéeasinggse of up
out the distinctions between illocutionary and perluctionary acts, she also links uptake with philosophers
and social theorists, spediéilly Pierre Bourdieu, Michel de Certeau, and M. M Bakhtin, who employ

concepts similar to uptake. She suggests that Bourdi
and Bakhtinoés hdlptadxamné ¢ ale r ke €& & o 1 lieanachdevel sdeialt ween t

structures encoded in discourse and the rlevel instantiations of languageiswe 6 t hat are i n wor K
uptakeand, by doingsd@j s hed | i ght on issues vital to the expansi ¢
and provide a moreomprehensivéramework for understanding agency and change despite the
determining power of convet i ono ( 60) . By expandi finteraciansaf i n6s per so

uptake to include Bakht isculé mteraciionslofoggisiee fimdouptaketobeor t he me
a productive area of inquiry since it allows scholars to examine how individuals make particular language

and discourse choices (i.e. assert agency) that can either encourage change within or reinforce larger social
structures.

As Kimberly Emmons suggests, fAln [Freadmands] analys
more) generic texts in order to create a coherent sec
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Part of the bidirectional relation between texts (uptake) includes the act of

coni rming the textsod generic status. As Frea
the text is contrived to secure a certain class of uptakes and the interpretant, or the
uptake text, confirms its generic status by conforming itself to this contrivance. It
doesso,bysayp 6t aktngsd an invitation or reques
however, the uptake text has the power not to so conform this generic status,
which it may modify minimally, or even utterly, by taking its object as some other
kind. (40)
I n ot her wo erid Satus ia depeaderit Wpsn upgtaken If the relation or
association between texts (uptake) does not define the interaction between texts in a
certain way, then the generic status of a text is disrupted. To return to the window
example, if iInshgré@jdbdantthono one responds ve
failstosecureauptaBen o one chose to At akeBothgenraso a r ec
and uptake, for Freadman, are primarily concerned with defining what happens between
texts. Uptakeis of particular importance for her becaugex needs a typified uptake to
become a genre and a genre needs an uptake to become anldgtake, then, focuses
more on the primary relation between texts and the ways in which that relation defines
theresulting interaction (or the processes that occur between texts) and its corresponding
genre rater than on the texthemselves.
What i s especially important é$btwisut Fr eadn
projectis that it is the result of selegti, definition, and representatiday the
speaker/ writer not merely of causation. As

of the object; it is not the causation of a
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Asel ect s, d enftisn eist,s aonbd]j e cetpor efsreom a set of po

words, someone must actively take up (select, define, and represent) an object, a text, in

order for uptake to occur. Texts simply cannot produce themselves nor take up

themselves and then prack another text in response, but people can and do. Returning

again tothewindow example, in order for the window to be opened, I first had to make

the utterance fAit 6osp emoear itnh ere rsee loe cdtheed Wi intdéosw
defineditasaragesd ii t 6s hot i n herdeandcensequemye n t he win
represented that request in the form of opening the window (thus, confirming the generic
status of Aitds hot in hereo as a request).

~

cause the winalw to be opened; rather, itisthewindowpener 6 s uptake of Ai

hered that resulted i n -opknercouldhatsecsélectedp eni ng .
defined, and represented Aitds hot in hereo
objectist aken from a set of possibleso (48). A

complaint, an observation, a question, etc. In these instances, the uptake would have

established a different kind of interaction between texts and, thus, definedendiffe

generic status of Aitdéds hot in here, o and |
So why, in this example, did the windewpener choose to take up my statement

as a request? Freadman expl aifnd hteh dtl otntge s

rami fied, intertextual, and intergeneric men

text, the uptakes of that text, while theoretically limitless, are influenced by the ways in

which that text has been taken up by others in the pastwifldew-opener took up my

Aités hot in heredo as a request because si mi

requests. Due to a shared cultural knowledge and past interactions between myself and
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the windowopener, the uptake was defined and repredenta specific way, as a

request and with the proceeding opening of t
reliant upon genrésa genre results from the same repeated selection, definition, and
representation of a t eeRrericstatusemay be relmeupon So whi |
uptake, uptake is also indebted to genre.
While the memories of uptakes may influence speakers/writers to act or respond
in certain ways or in certain genre and, as a result, create certain kinds of roles for them,
they must, ultimately, perform the Ataking up
may be contrived to secure a certain set of uptakes, but users do not have to select those
uptakes (40). In fact, users can choose not to take up the text at alln tMghsaveat of
uptake, the necessity of human speakers/writers becomes central as they must take part
not only in the initial utterance of the text but also then in the selection, the uptake, of the
object or the initial utterance. Without humans,ittigal text, the relation between the
texts, and the resulting interactibatween those textgould not take place and would
not exist. What happens during and when users take up texts rather than what happens
within and betweetexts becomes more off@cus when considering uptake. In other
words, uptake shifts the conversation in rhetorical genre theory away from genre and
texts themselves to the human users and their rhetorical actions within and between texts
and genres.
This individual dimensionf uptake is what interests Kill, anag the most. While

Kill distinguishes herself from Freadman in two primary ways, it is the second way that | find
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the most productive for building understandings of individual rhetorical action within

uptake® As Kill explains:

| think it useful to distinguish the process of uptake from the response it produces.

I n Freadmandés writing she seems to make

a

buptake texts,d and Or espons e sihled Al t houg

evidence of its work, attention only to this product threatens to hide from view the
selection ad memoryto which Freadman calls attention. Freadman gives uptake
as an everthat occurred, but | find the lack of agency in that model hard to
recmncile with the active respondent and her explanation of memory and selection
suggest. (73)
l, too, find uptake limiting in terms of understanding individual action if primarily
conceived in terms of the product produced. Kimberly Emmons provideslarsim

critique of Freadman, arguing that:

Freadmands wor k s ugg eshwhlena padidulargeneh act i

on

secures t s own uptake. I n Freadmanod6s concept

agency anéccomplishes social action, and individuajgcts are relegated to a

role in which they produce texts that are recognizable (i.e., can secure uptake)

within appropriate generic systems.
Both Kill and Emmons raise valid concerns

individual and his or her agency within uptakeScholars and educators do need ways in

]I'n terms of her f i irsswhereasFreadmaniinprimarilydnitetestingvinrboundarees A f
drawn by ceremonial or jurisdicational regulations . . . [she] aim[s] to expand the notion of uptake to
acknowledge these boundaries are not simply convehttand as does Austin, nor primarily as garous

or problematic as does Freadman, but as points of opportunity and possibility that are central to

N
—

r e

understanding potenti alfi Cthoarl | péB)oggirnegsosi ve soci al change
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which to conceptualize uptake as not simply a product or as simply occurring through

genre but as something more that occurs becayssopfe acting througtextsif they
want tomore closely detail and understand toke that the individual and his or her
actions playwithin uptake and communicatioi\s one of the goals of this dissertation is
to discover when and why writers pursue innovation and convention, a fuller
understading of the role that an individual plays within uptake and how that contributes
to the pursuit of innovation and convention is central.

In this chapter, | look to current theoretical conversations regarding uptake within
rhetorical genre theory to exara how scholars have sought to conceptualize uptake in ways
that more fully explore the roles that individuals play within uptake. To do so, | first consider
scholarsdé different theorizations of wuptake s
eachother to suggest that uptake is best understomdi@sluals engaging ia multk
layeredperformanceather than as a singular action or exathat within scholarship,
uptakee s primarily defined by .tlthenbddougom!| ar sé own
previous schol arsd wor k wit ho indivieualaygtatkd. t i on o f
Conceptualizing uptake as a miétyered performance in which the individual plays a
central role here allows for a more thorough and comprehensive examin later chapters

regarding individual writerso6é uptakes.

“While agreeing with Killds andntfanmeadmansoesr i ti ques of
acknowledge, although implicitly, the necessity of individuals within uptake. Freadman often positions

uptake as the grammatical actor within many of her sentences discussing uptake, thus grammatically

removing the individual, but thiedividual and his or her role within uptake still proves essential in her

formulations of uptake, especially since she acknowledges that genres cannot secure their uptakes. Rather
Freadman begins to sketch out the role of the individual, and Kill amddiis more fully consider it.
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Uptake within Rhetorical Genre Theory

Since Freadmandés publication of AUptake, O
different contexts and concerns and, in doing so, have expandembpieecs uptake
beyond Freadmano6és initial exploration. For
habitual uptakes and uptake memory shape the discourse of thePsliestine conflict
as well as how invention and imitation intervene within the space ofeiptadsh
Tachino has used uptake, along with other rhetorical genre theory concepts, to trace how
the knowledge and discourse within academic research is used within and by public
policy. Chalet Seidel has analyzed how models of professionalism (and, thus
subjectivities) are taken up in the writing classroom by examining the discursive features
of a journalism textbook used in American universities. Likewise, Melanie Kill has
directed her attention to the classroom by exploring the ways in which commposit
instructors can promote and encourage rhetorical flexibility in the composition classroom
by considering the ways in which uptake and identity reinforce or question each other for
both students and instructors. Dylan Dryer, also looking to the walasgroom, has
considered how uncomfortable writing situations may have the potentiakrtutieize
uptakes.

Whil e much valuable insight has been gain
as Kimberly Emmons notes, piakpermaréassac hol ar s ha
necessary heuristic for understanding the ways texts and genres coheraysittins of
social act i vi.tlnyother (vaids, genie kchotars fedd5o focus on how
uptake works within and between genres and texts and systhrasthan as uptake as

an act in and of itself, an act that includes genres, texts, and systems but also includes
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many other considerations and components. So while uptake has proven immensely

useful for scholars within diverse areas of interest withetorical genre theory, the
larger, conceptual questions still remain: what is uptake and what happens during uptake?
Anis Bawarshi, Melanie Kill, and Kimberly Emmons have most explicitly and most
thoroughly sought to address these theoretical questgasding uptake within their
work, and for this reason, | focus my attention on these three scholars.

While Bawarshi, Kill, and Emmons are all working with the same concept of
uptake, they have different purposes and goals in mind while doing so.rddawa
advocates for critical interventions in normalized and habitualized uptakes, especially as
they operate within the acceptance of language differences. Kill explores how uptake
provides people with possibilities for change, rather than just restsctiorough the use
of innovative wuptakes. And Emmons i s intere
discourses affect their identities and subject positions. Through these investigations, they
present overlapping yet distinct approaches to uptaietas a close examination of their
work suggests, the ways in which they conceptualize uptake heavily depends upon their
purposes and goals.

Bawarshi, one of the scholars at the forefront of uptake studies, has explored
uptake through several nmesaand, by doing so, has worked to describe and refine his

understandings of uptaReThroughout his extensive body of work, he has focused on

® Kimberly Emmons and Melanie Kill both worked together and with Anis Bawarshi at the University of
Washington. Their understandings and uses of uptake, therefore, are most likely influenced by each other,
eventhoughhey mini mally provide direct reference to each

® While he briefly explores uptake within his manusc@enre and the Invention of the Writgspecially

in relation to how a writing prompt becomes a student essay), uptake receives nitae gletament in

his response essay ATaking Up Language Differences it
essay entitled fiThe Chall enges and Possibilities of 1
Composition CIl éeresan hiotmesrizations of upthke withis these two pieces.
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uptakebds more normative functions by examini

develop, persist, and, eventuallg b o me conventional because, fo
helps us understand how systematic, normalized relations between genres coordinate

forms of social actiono (653). This emphasi
illustrated in his oficited example fronthe composition classro@nhow a standard

writing assignment prompt conditions the creation of the student essay. Attention to

uptake and the resulting intend intrageneric relations between genres, such as the ones

between the writing prompt and studessay, is illuminating especially for composition

and rhetoric scholars because they fAmaintain
individuals identify, situate, and interact with one another in relations of power, and

perform meaningful, consequentsalcial actiond or, conversely, are excluded from

themo (653). The writing prompt, for exampl
with certain subjectivities in which the teacher is positioned within an authority position,

and, as a result, theusient composes a student essay that he or she believes will comply

with and fulfill the writing prompt, thus reinforcing the division of power between the

two.

Given this focus on the normative functions of uptake, his conceptualizations of
uptakecomas no surprise; in his 2006 essay, ATal
Composition, 0 he defines uptake as fAthe ideo

and activate relations and meanings within and between systems of g@inese

"TMTaking Upod appears 2®&96a iCeopesndanguaay iReltahe ons i n
special issue dfollege English The essays within this issue, as Bruce Horner points ous in h

introductory essay, Aparticipate in an emerging mover
responding to, changes in, and changing perceptions of, language(s), English(s), students and the relations
of all these to oomeemant hwoOk g 565P3OmiIsyToht @ Imt @y i wi thHEinmg

composition studies and, instead, seeks to establish multilingualism, rather than monolingualism, as the
norm by arguing that fAstudents need t ofEhgishkesn t o wor kK
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relations anameanings are typified because theylaegned recognitions of significance

that over time and in particular contexts be
original). Uptake, as defined here, not only establishes a relation or association between
genres and genre systems but also creates meanings within and between them by
activating the social actions of genres. In this way, uptake is positioned as a crucial
component in meaninmaking process genres may be understood as social actions via
Miller, but it is the act of uptake that makes those actions and corresponding meanings
visible and achievable rather than just possible. This meanaking potential of uptake

is what concerns Bawarshi. Since repeated performances of uptakes have the ability t
create specific and typified meanings and relations between texts and people, those
meanings and relations entail certain ideological commitments and maintain power
relations that may, in some ways, be limiting or exclusionary.

Uptake, however,notopl wor ks t o fAconfigureo and fAact
and meanings but also to Anormalizedo them.
texts are contrived to secure certain uptakes), but, for Bawarshi, this normalization
function of uptake bexmes centrd through repeated use, the relations and meanings (or
the Al earned recognition of significanceo) t
habitual. In other words, when people repeatedly take up a particular text, they learn to
do so in aypified way(s) because that uptake generates relations and meanings that are

recognized by others as significant and that allow them to achieve their purposes and

and languages, not simply to (re)produce and write within the conventions of a particular, standardized

variety &f7T0BEngl iBalwa r (0o, éngagds hahls movegmend,pringing uptake to the

table by looking at the ways imhich the essays highlight the presence of dominant and normalized

AENgOmIsywd uptakes within composition studies and the
recognition and use of fAmultiple |l anguageso alternat:i
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goals. For example, when receiving a writing prompt within a composition class,

students wi often take up the prompt in the form of student esbagause they have

learned through previous educational experiences that an essay is the institutionally

sanctioned and appropriate way to take up a writing prompt within this context. If people

donot engage in typified uptakes, the resulting relations and meanings would be altered

and possibly lost on others whave come texpect the normalized uptake. Returning to

the writing prompt example, if a student took up a writing prompt with a sdreescs

rather than an essay or employed a dialect rather than standardized English within an

essay, the ofather s uwbpld mdstgdikely, incdutdlaiacdiling

grade because the studentifdiladadewect Af ul f1 1 1 t

convertinn oontshboer words, the student did not pe
The normalization and meanimgaking functions of uptake prompt Bawarshi to

further specify that uptakes are fAideol ogi ca

intervening spaces, positions uptake as a space in which many factors and influences

merge, combine, and influence each athers not surprising that Bawarshi

acknowledges the ideological aspect of uptake since genres have been recognized as

ideologicalwithin rhetorical genre theory for some time now (Devitt, Pare, Schreyer,

among others). But by adding ideological to specify the spiwptake Bawarshi

emphasizes how what occurs within these intervening spaces (the configuration,

activation,andnenal i zati on of relations and meanings

perceptions and understandings of others and of the world. Uptakes, then, often work to

maintaindominant values, epistemologies, and power relationsifipgroup of people.

Within theacademy, conventional uptakes work to maintain the essay and standardized
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Englishes as the norm and, as a result, position other alternative genres and language uses

as aberrations, thus creating a power and status differential between those who know and
use conventional, academic uptakes and those who do not. Those who use conventional
academic uptakes are rewarded (through higher grades, positive perceptions of ability,
scholarships, fellowships, etc.) while those who do not are punished (often tlhoaegh
grades and negative perceptions of ability).
As a result of these normalization and measmmaking functions of uptake,
knowledge of uptake is, as Bawarshi explains:
knowledge of what to take up, how, and when: when and why to use a genre, how
to select an appropriate genre in relation to another, how to execute uptakes
strategicallyand when to resist expected uptakes, how some genres explicitly cite
other genre in theiptake while some do so only implicitly, and so on. Such
knowledge is ofn tacitlyacquired, ideologically consequential, deeply
remembeed, and difficulttounlearn( A Taki ngo 654)
Here the deeply entrenched nature of uptakes is revealade people can acquire
uptake knowledge tacitly (just like people can acquire gemogvledge tacitly), they may
not be aware that other n@onventional kinds of uptakes are possible or even that they
exist, uptakes that would reflect different values, epistemologies, and power
relationships. For example, students learn through exgerigithin schooling that
conventional uptakes in the form of the essay are not only appropriate but required for
academic success. When provided with a writing prompt, many students would not even

consider composing within another genre as a viable opliblese conventional uptakes

become fideeply rememberedo and are naAadiffi

cul
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people, they help them achieve their ends and operate within certain contexts, and they

work to maintain culturally established and recognizednimgg and relations. In short,
as Bawar shi says, they fAdmake sense. 060 (ATak
then, means more than simpiyowinghow to respond to another text; it also means
knowing how to act and not to act, what one can danahdo, and what one can be and
not be.

Uptake knowledge can be so deepipted that uptakes appear to be rigid
dispositions that people hold rather than active processes in which people engage and can
shape. As Bawar s hitura dispdsidonsrthat,mediate damamdne s, as ¢
formations/designs, are less textually, materially visible and more deeply held as
attachmentso (AiTakingo 654). Whil e all owing
also identifies a more cognitive aspect pfake$® they are culturallynfluenced and
learned inclinations. These inclinations, however, become attachments because since
they areculturalyr ei nf orced, they appear to be natura
done. 0 Student s ulna see dltdrmative uptakasdn responsdtod f i ¢
writing prompt because the conventional uptake of an essay is presented as the only and
best way to approach writing prompts within the academy.

I n a revised version of mdnyloitkeiaboge Up, 0 Bawa
mentioned aspects of uptaBesuch as the habitual nature of uptake and uptakes as
attachmend however, refines his definition of wupt
often habitualized, sociocognitive pathways that mediate our intemactiith others and
t he worl do 20In CThHisaevisee definiian cetains the ideological aspect; yet,

the shift from interstices to pathways, while seemingly slight, highlights the habitual and
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cultural natureof uptake more so than his previalefinitions. Pathways suggest pre

established routes; of course, people can create new pathways, but they often choose to
follow well-traveled and wellvorn pathways established by others before them so that
they do not get lost and so that travel rermaglatively easy, much like students will
most likely take the prestablished pathway of the essay to take up a writing prompt. It
is often seen as simply too risky to veer off the path.
The cultural nature of uptake is further emphasized $yddition of
sociocognitivéd a term employed by Carol Berkastter and Thomas Huckinto define
uptake® Berkencotter and Huckin develop their grounded sociocognitive theory of genre
wi t h t he ge ngenreadre inhérentty idymamic bhataridafistures that can
be manipulated according to the conditions of use, and that genre knowledge is therefore
best conceptualized as a form of situated co
(3). By suggesting that uptake is sociocognitive in rggtBawarshi establishes a similar
claim for uptake: uptake knowledge is a form a situated cognition. In other words, the
ways i n which we ueridedfrommbra encbeddgdinadkkes ar e id
participation in the communicative activities of daily amd@f essi onal | i feodo (4
learn to use essays as a result of their participation within the academic community that
sanctions this genre. Thus, uptakes become morélikke bi t sbef i ngmem
(Bawar shi A O;rstadentsdearg leows to taBeOparticular texts through their
participation within the academic context, and throughout their academic careers, they

remember how @ or rather how they shouldtake up particular texts.

® The revised version entitled AThe Challenges and Pos
Resources in U.S. Comp o LrosslamgnageRelations in Gampuositon i s | ocat ed
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While Bawarshi examines the ways in which the normdtinetions of uptake

operate and the consequences of uptakes becoming nornisliEeds not his sole
interest. He is equally interesting in the transformative potential of uptake. In addition to
conceptualizing uptake as an interstice and a pathvesgisb understands uptake as
another kind of space: Aboth as a site of in
i nt er v efaking o 6 ¥ 6\§ disite of instantiation, what occurs within the space
of uptake is not entirely predetermidedvhile the space may be normalized to maintain
dominant relations and meanings, people can choose to alter or change what occurs in
that space to create other relations and meanings. For example, while students may be
encouraged to take up a writing prompthaan essay, they do nieave toproduce an
essay; they could choose to take up a writing prompt with other alternative genres, such
as a story, a visual collage, a sculpture, etc. It is for this reason that Bawarshi claims
uptake not only as a site ofstantiation and regulation but also as a site of critical
interventio® people have the power to intervene in and disrupt normalized,
conventional uptakes, even though this may not be an easy or simple task.
In order for critical interventions in normaéd uptakes to occur, however, people
often need some form of prompting or close examination. For example, Bawarshi
suggests that Athe key is to delay and, as n
long enough for students to critically examtheir sources and motivation, as well as for

students to consider what is permitted and w

For exa mpl e, in fARhet or i thaCase\bbtimdsragh ad edh sRe mn ee rCtoantf il
h e A d esomerof the ehstorical patterns and normalized uptakes that have become reifieldtia@ou
IraelPalestine confligtin (2).

“His use of site here harkensebadkimoemits odeDi niWhi ¢ e
serve as site of invention as well as instantiation and regulation, it is through the uptake of a genre and text
that people can intervene.
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(AChal | e h detwring ® thewriting prompt example, students would need to

examine why they want to engage in a conventianademic uptake of the writing

prompt that privileges the essay as well as what they gain by engaging in this uptake (for

instance access to the academy) and what they may lose (such as cultural identity or

personal commitments). With this knowledgedents could then choose whether they

want to continue engaging in conventional, academic uptakes or employ alternative
uptakes within certain situations. I n anoth
of intervening in uptakes involves recogngicontradictions in what uptakes promise

andwh at t hey act u &érdstudedtecobuldcansider wha2tbeZzssay as

opposed to other genres actually allows them to achieve rather than what they believe or

think it will allow them to achieve.

Bawarshj then,primarily conceptualizes uptake as a complex space (whether that
space is a site or interstice or pathway) in which various factors converge and interact
with each other. The space metaphor is particularly useful for Bawarshi because space
are generally predetermined and defined in certain ways but can be redefined by people.
For example, when | enter a room and desks in rows face the front of the classroom,
chalkboards line the walls, and a larger desk with a podium sits in front désks, |
would identify this space as a classroom that encourages a certain kind of relationship
between teachers and students in which teachers hold the knowledge and power. Within
this defined space, factors, such as physical layout and locationsviduiads, often
converge and interact with each other in a more conventional, normative way that is
sanctioned within the context of the academy. The same is true of the space of uptake.

Just as the prestablished physical layout of the classroom caw@rage normative
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relationships between students and the teacheegtablished sociocognitive pathways

can encourage normative uptakes.

Yet we can change the space of the classroom by moving the desks into a circle
and removing the podium and largers# to the side of the room in order to create a
different kind of relationship between teachers and students. The space may still remain
a classroom, but the ways in which the factors converge and interact with each other
change, thus altering what happeor what can happen within that space. What
possibilities emerge within the classroom, then, are highly dependant upon what teacher
and students do within that space; they can work withireptablished frameworks of
the space to further enforce contienal uptakes or they can work to examine and
interrogate conventional uptakes and establish new frameworks of the space that aid in
the creation of purposeful alternative uptakes. For Bawarshi, this kind of critical
intervention is especially importaifitscholars and educators wish to validate and

encourage nestandardized languages within the academic context.

Bawar shi s conceptualizations of wuptake

used uptake Ato examine sieswachesaswelia c hal
students face as they engage in this work of identifying and deploying multiple languages
i n di scourobss nothefiwoeds herhgs employed uptake to understand
how standardized Englishes are normalized and habitdabizexclude alternative

language uses within the academy. Since student uptakes of conventional genres and

standardized Englishes are often encouraged and privileged within the academy,

a

eng

studentsod6 uptakes of their adodftendiscautaged e genr e

and even condemned within academic contexts. Scholars and educators who seek to
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invite students, especially multilingual students, to use their alternative genre and

language resources, then, are often confronted with the dee@yehed nature of
dominant academic uptakes and their ideological effects because they are institutionally
sanctioned exchanges that are fimore power ful
alternative versions of thematcénientmnai ngo 654)
academic uptakes are powerful because they are institutionally sanctioned, and this
sanctioning often works to discredit and override alternative uptakes that students and
teachers may attempt to incorporate into the composition classroom.

Still, composition scholars and educators can work to disrupt dominant,
conventi oall yEmugltiakkes within the field and
alternative means, mainly by people consciously and purposefully employing their varied
discursive reources, in order to create more hospitable environments for language
differences. For example, Bawarshi suggeststhatAMma n Lu O0s &sgishy fALi vi r
Wor ko fAhelps us understand how we can histor
uptakes and make gauctive use of the ambivalence produced by the presence of
al t er nat ifivlea kubpi)gatk @heravords, Lu encourages students to closely
examine the ways in which dominant uptakes delete, dismiss, reduce, or trivialize
alternative uptakes anthen, to critically intervene in dominant uptakes through
alternative uptakes so that students can fAan
making of meaningo and Astrategically depl oy
experience the wa these uptakes position them and produce affiliations that they may or

may not be comforfiTadbkted)gd t ho ( Bawar shi
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Similar to Bawarshi, Kill employs uptake to promote linguistic diversity and

variation in higher education within her dissertaon ent i t |l ed AChal |l engir
Communication: AGemr Theory of I nnovativethddptakeo i n
innovative and transformative potential of uptake to enact progressive social change

rather than its more normative functions that worgreserve exting social structures

and ideologiest By doingsoKi | | builds upon Bawarshiés cal
within conventional uptakes by exploring how professional writers have already used
innovative uptakes to reflefi cemmbatcasti deegeame
advance progres/e social change. Kilboks to uptake as a concept that allows scholars

to better understand and explore agency, specifically how writersinrakeative

choices and decisions through uptaKe. define inmvation, she places uptakes on a

continuum with conventional uptakes that Awo
compel people to reproduce meanings and mat e
uptakes that dAwor k t o 1 noonventtohieunexpedtedma ke use
wayso on the other (8). For example, when s

conventional uptakes may include academic esg&yspnal essaysr PowerPoint

presentations while innovative uptakes may include photo essaysjsgiwents, or

11KiIIfirsttakesupth ake in her 2006 ess agesdiResistameewl edging t he
Negotiation of Identigs for FirstYear Compositioain whichshe explores the difficulties that both

students and teachers encounter when the goal eféiestcompaosition is to promote and develop

rhetorical agility. She looks to ufake to help explain why students may be resistant to classrooms that

promote rhetorical agility and, thus, create unstable and multiple identities for students. One of her goals in

this piece is to clarify the relationship between uptake and identttyasdeachers can more appropriately

respond to students and their resistance as well as understand their own identities witagstberolas
unstable and multipleShe argues that fAidentities are negotiated
otherdand Wleat iily must secure upt ake; Toforwardihhislineofupt ake, i
argumentation, she conceptualizes uptake as a process; she writepthat k e fAi s neverthel ess
always involves selection and represdntathat open it up to intention and degign ( Snge. her

dissertation more fully and more recently details this understanding of uptake, | focus here on that piece.
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comic strips. Regardless of where the uptake falls on the continuum, writers must make

decisions and choices to produce a text.

The decisiormaking process in which writers engage provides one of the means
by which Kill conceptualize upt ake. As she explains, she i
process of design carried out by a designer in relation to the full complexity of individual
intentions and the soci al purposes that i1 nfo
process empha®s the active nature of upt@keptakes are not set or static but, instead,
are processes in which an individual acts and creates. This also places the individual as a
primary component of uptake as an uptake needs a designer in order to occur. Moreover
the individual within Killds formulation app
intent. In this way, uptake can be (and perhaps should be) purposeful and conscious,
allowing the designer to fulfill his or her own intentions with regards to spuargloses
and to take action. Returning to writing prompt example, a student could purposefully
take up the writing prompt not in the form of an essay but in the form of a photo essay to
fulfill her own individual intention to include visual argumentatadang with written
and to provide commentary on the limitations of conventional academic discourse and
genres. It is within the process of uptake that this student is able to create her own design
and assert both social and individual actions. Asatresul iupt ake i s not sim
of the utterance that precedes it, but is a process by which the interlocutor does something
with that wutterance that is a reaction to th
(Kill 76). What the interlocutorakes within and with uptake between the two utterances
depends upon individual intentions and the already existn@l purposes and

pressures
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While primarily conceptualizing uptake as a process, Kill, like Bawaado,

uses the space metaphor taerstand uptake; however, she more fully details what
happens within the space of uptake, specifically what happen when writers innovate,
rather than focusing on uptake as a space.itSie writesthadit he space of wupt a
includes all potential afforaees, with the more conventional being more obvious but
other possibilities also available even if wu
provides a space of possibility, a space where writers/speakers can choose conventional
or innovative uptakedepending upon the communicative paths they wish to follaw or
create. Since uptake creates this space in which people can take action tlghake
space of action; as Kiluggests upt ake i s fia space of <change
anewcoomuni cative path it can be attemptedo (7!
uptakes can create spaces of chatmeggshiftsor space
attention away from the space itself to what individuals do within that space or the
processes iwhich they engage in that space

Her more detailedise of uptake as both a spacelthe complex process of
selection and design reflect her purpose of exploring how professional writers assert
individual actions as well as goal of demstrating uptaké innovative and

transformative potential. For example, in one of her case studies, she examines how

121n addition to conceptualizing uptake a space in which individual act, Kill alagines uptake as

creating a conceptual space that is particularly useful forschdtamsl | i ng from Freadmands ofF
that uptake fAselect s, defines, and represents its obj
selection and desigulay in the deployment of variant and strategic responses, we need a conceptual space

l' i ke uptake in which to investigate what is going on

words, if scholars and educators wish to understand how sviiteovate (employ variant and strategic
responses), they need to lookhe processes aifptake sahat they can investigate the ways in which

writerscreate and enact processes of selection and dedigreover,vni | e acknowl edging that
canbeaut omatic, it can be abused by the powerful o she b
chall enges to assumptions and expectations that resi ¢

uptake, hereprovidesa conceptual space in whishlolars can examine hoindividuals perform
automatic uptakes (or processes of desigmoarindividuals perform innovative and transformative
uptakes.
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Elizabeth Keckly engages in innovative uptakes through alternative uses of a

conventional uptake in order to challenge textual authantl more importantly, social
structures. As Kill explains, Elizabeth Keckly in her autobiography:

exploits the stereotypical expectations of her largely white audience toward the

goal of presenting social and political commentary without provokingteesie

in her readership. By framing her text as a slave narrative, she takes up the

primary genre in which black writers of the postbellum era in the United States

were socially authorized to write to a broad public audience, but she subverts the
stendard purposes of this genre by using it to provide commentary on the life of

Mary Todd Lincoln in the White House(105)

In other words, Keckly engages in the socially expected, conventional éptakelave
narrativé but also provides innovatidnsub\erts the standard purposes of the génre
within that conventional uptake in order to provide social and political commentary.

In order to explore individual actions s u c h gkill skes apkakeyaas
process, a process in which writers make cedaaisions and choices and create specific
designs. Seeing uptake as a process allows her to explore how individuals act. As a
uptake for innovative and transformatipurposes. Moreover, by imagining it as a space
in which individuals createhe agency of individuals is further enggized. Within the
spaceof uptake writers do the difficult work of making purposeful and meaningful
communications. Both understangs place the individual at the center of uptake,
allowing Kill to explore how individualengageuptake in ways that innovate and

transform.
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Kimberly Emmons is also interested in the individual within uptake; however, she

focuses her attentionnotonh e i ndi vi dual 6s w@aptakelbuttrathert o i nno\
how uptakeaffecsindividu al s 6 i d e nt subjectivitesgnadispoaittonso n s
specifically in terms of how uptakes organi z

depresion as welbs create them@sb i o medi ¢ &lITosubjacet sipd akeds r
within these ideological processes, she outlines a method by which scholars and

educators can see and trace uptakéo make uptake visible, she
markingandreferring o t he textual traclB3ybecaiset he pr oces
Aiprocesses of uptakediscoursese )BEndvbsotusagen
Emmons like Kill, conceptualizes uptake as a process, a process that leaves textual traces

of previous geres, discourses, and situations, but she also specifies that there are

multiple processes of uptake that occur during the overall uptake process. She

distinguishes between two kinds of uptake procésgeseric uptake and discursive

uptake. Both uptakes wotogether during the overall uptake prodess Emmons

explains, fias [individuals] encounter the di

uptake as perfor mat dOv)e. aYhedt itnot efirspereedt itvhei sa citns

BMel anie Kill, too, takes up issues of idemtity and u
Edge of Resistance. 0 See footnote 11 above.

“YwWithin fiNarrating the Emotional Wo ma n : Uptake and G¢
examines how two groups of women take up the cul tural
when theynarrate their individual and collective understanding of depression as illness. She argues that

these womends narratives At hr oud@lareshhpedbythaapdlable e s of i c
di scourses, and in tusnaffbesevbel pveens{ditd) . womaenar
Listo: Uptake in Talk about Depression, 0 Emmons uses

checklist and the setfiagnostic quiz construct depression as an iliness as well as how thigymtiie

rhetorical relationship between pharmaceutical companies, prospective patients, and healthcare providers.

While these two pieces begin to explore theorizations and applications of uptake, | feowus er most

recent work AUptdakeael aBdbibkbetBi bm which she more cl ose
conceptualizations of uptake.

Brill al so notes that fiwe cannot observe the behavior
75).
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of uptake, she néeo looks to and for textual traces of generic and discursive uptake in

order to make thaptakesvisible. The division between generic and discursive uptake,

then, allows her Ato focus attention on two
subpcti vities available and cb@).t estable withi
For Emmons, fidgeneric uptaked describes t

forms of discourse (and the impositions of power those forms imply) into new speech
situatmidgng hawsa figeneric uptake involves the
forms . . . and social roles . . . into new discursive situations, thereby potentially
restricting future uptake and340h&ncgarti ci pan
genres are ideologicaF(eadmanDevitt, Schryer, Bazerman, among many othargd

work to create certain kinds of subjectivities for their users (Schryer, Fuller and Lee),

when a user takes up a genre and translates it into another genre, the ideotagidal w

of the original genre transfers as Wéllln the writing prompt example, a student takes

up the prompt and translates it into an essay, and by doing so, she also adopts and enacts

the subjectivity that the prompt asks them to assume within her®sdapy t hi s way, A 1

YEmmonso6s exampl e talsftracinghomewriters of pharmazdutieal &lvertisements
Atransfer the sympteembébentdi per 5 a) ohe 2adpleZelaitt eses o (142

advertisement, in particular, not only mmomgs the forr
by listing a series of imperatives but also adapts the content by transferring the symptoms into second

person imperativésf or i nstance, the symptom of Ainsomnia or hy
the timed and t he seyrmepsttdnp|oefa sfudiemiimi sahcetd viinti eso beco
and relatiofalsl4d ps boffbhrse ¢adse, as Emmons expl ains, 1

genre and translates it into a persuasive appeal; and; finally, the reader takes npethedj¢he implicit
subjectivity of an empoweretbnsumemhose knowledge prepared her to submitéléte medical

i nt er v e n.tAddtonally,( vodl®add, the reader also takes up the subjectivity of a depressed
subject who needs medical intemien when reading the Zoloft &dthey identfy with and take on the
symptons of the depressed subject.

7 As Bawarshi writes itGenre and the Invention of the Writer ievery prompt has inscrib
subject position for students to assume in ptdearry out the assignment. In FYW prompts, these roles

can be quite el aborate, asking student to pretend t
assistant by a congressperson i rRolingStonevritecaroréigust at ed o
of one of the following fil ms. 6 The prompts do not s
how they should enact these roleso (132).

h ¢
r



47
practice of generic uptake entails interacting with and through a fotraribades

particular identitie ( E mddH.niIrsother words, ithe studenacceptand enactshe
subjectivity inscribed within the writing prompgthe, neessarily, takes up the student
subject positiomwithin her essay; likewise, if the student does not accept the subjectivity
inscribed within the writing prompshedoes not take up the prescribed studetject
positionwithin her essay and, most likehyill receive a failing grade for doing so

Whil e Aigeneric uptake focuses attention o
available to multiple participants, discursive uptake provides clues to the positioning of
the indivil8¥a)l Emsnorslg &rcit foi €d s f urt her that Aunl
uptake, the dispositional effects of discurs
(146 . Whil e an i ndi vi du a Istbdensgbeatpesition@an upt ake
i ndi vi dual 0 &ewillpredoce a specwickindugbutiemtsubject. Discursive
uptake occurs when key phrases are taken up in a new situation rather than patterns of
social orgnization or discursive form (118° Returning again to the writing prompt,
discursive uptakeccurs when a student adopts, rewords, reappropriates, or
recontextuali zes the | anguage of the writing
examination of essays Benre and the Invention of the Wriggmonstratebow

individual students perform disive uptake of the writing prompt in their essays as he

18 Emmonsdemonstrateh ow st o ¢ k phrases within thechlé micotumry® of
and Achemical i mbal ance, 0 are taken up by subclinical
relies upon the phrase fAchemical i mbal ancedo to under s
because, as s hellyangthirg going dnlneny middshatn should thes depressed
about 0 ( EmhscEmmonsledptins:
[ Claire] signals her acceptance of [ @#&gomghemi cal i m
really wel!l ri ght icalowb.al.an.ceMay ICkirahas thleensup extaenp | e,
the phrase 6chemi dyapplied ittb leetsaf n.in hi8 casenhdr diacarsivie v e
uptake disposes Claire to see her experieasehe result dferown faulty brain chemistry.

(148
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finds that less experienced writers often cite the prompt explicitly in their essay or reword

the prompt while more experienced writers reappropriate and recontextualize the
language of the prompt.

Locating the textual traces of uptake is particularly important for Emmons
because she primarily conceptualizes uptake as a disposition that a subject occupies
through her or his generic and discursive uptak@sceSlisposition is more of an
immaterialexperience than a textual production or procglss find othermeans of
making uptake as disposition visiblegn much of her work, she seeks to expbses
Ai ndividual s make use of [patterns of the il
healthy ad ill subjectivities, taking on dispositions and subjective orientations as they
take up the avail al39e Ingteenwors asandividuatsitakeawup ur s e s 0
genres and discourses of depressibay position and identify themselves as deped,
bi odmedical subjects. Such work, Emmons arg
understanding of howxperiencebecomesymptomsnd howindividualsbecome
patient® 150 emphasis in original); or, more broadly, such work allows scholars to
exposeand nder st and t he fir hsubjectsnhcendctapdireegvar at i on
ut t er a3b emplwass in(the original).

Wi th Emmonsd&ds 1 nt eaxpedehce depressiomand creadki vi dual s
themselves as depressed subjects, her conceptualizbtiptake as a disposition allows
her to explore this individual component of uptake. Her further distinction between
generic and discursive uptake within the textual traces of protegsake allow her to
expose how uptake works as dispositions. Geraaril discursive uptake both work

together during the overall uptake process to position individuals as certain kinds of
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subjects. As Emmons explains, Atraces of up

positioning of the depressed subject as the tesfiicomplex interactions among texts,

genres, Sscenes4l). énthts waynEdimons nbtory establistied uptake

as an important component within an individu
but also seeks to develop a means biclwlcholars can see the textual traces of uptake

so that an immaterial process becomes more visMt@eover, by examining how

uptake contributes to the creation of the biomedical sylgeumonsshifts the uptake

conversation to focus more explicigynd extensively on ideological processes of uptake,

specifically the role that uptake plays within the constitution of subjectivities. Suggesting

t hat previous uptake work (such as Bawar shi 0
interactional consegqun c e s o f i nld@7) as well asdaektuabandtgeneric ¢hains,

she argues for a fAr e a nsubjeative agendtoifndividupls ak e 0 t ha

whose acts of textual production affect #fthe
ot hediswi duwal s16Bj.e c tEinMmotnisedso c(onceptualizatic
foll ows her interest in reanimating uptake.

the power, particularly the intimate, embodied power, of uptake, we must redefine uptake

not as the relation between two (or more) genres, but as the disposition of subjects tha

resul ts fr om).tThisghift from tha relationship or(inteBstites between

genres to the dispositions that result from that relationship movesdie éf uptake

away from only genre and texts to the individual, specifically the ways in which uptake

affects the individual 6s creation of his or
To briefly summarize each schol arsoé pri ma

conceptualizesptake as @athway (or more broadly as a spaiceyhich variousfactors
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converge and intervene; Kill sees uptake as a process of design and selection in which

individuals can assert agency in order to transform and innovate; and Emmons
understands uptakes disposition(s) that individuat&cupywhen engaging genres and
texts and textually identifies these dispositions through uses of generic and discursive
uptakes. Of course, there is some overlap within their other conceptualizations of
uptaké both Bavarshi and Kill discuss uptake as a space; both Bawarshi and Emmons
see uptake as a disposition of sorts; and both Kill and Emmons identify uptake as a
process.Within this overlap, however, slight yet significant differences exist.

Kil |l 6s wuascee onie ttahpeh osrp ext ends Bélyar shi 06s
explore and detaWhat happers the actionsthe processéswithin the space of uptake,
specifically what happeswhen writers innovate, rather than focusing on uptake as a
space itself.The diffeence between their uses of space, while slight, has major
implications for uptake. For Bawarshi, uptake is a space in which various factors
converge and intervene, yet that space id@maed or preestablished in conventional
and normative ways when ivitluals enter it, which is what makes critical interventions
so difficult to achieve. For Kill, though, uptake is more of a space of possibility rather
than as a space of pestablished normativity. Certainly, for Kill, social expectations
still affectthe creation of that space, and to this extent, it is stleptablished in some
ways, but individual intentions also affect the creation of that space, which allows room

for possibility.

BothBawarshiand Emmorsuggest t hat asitionsanedasuwtofdual 6 s

the interaction between genres and texts (uptake) and that these dispositions are created

through the use of genres and texts; however, Bawarshi appears to define and use

S
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dispositions more broadly than Emmons. Bawarshi considerk gpga as fdAcul t ur al

dispositions that mediae domi nant f drmMMmatkii ngd/ BSAi)gns AHe f
refines these cultural dispositions as attachments that people hold. His use of disposition,

then, suggests that uptalkea belief or state of mind regangd certain events, people,

ideas, etc. that is culturally prescribed and reinfoarstithat is learned through genre

Emmons | ooks to uptake fas the didpHeition(s
use of disposition suggests that it is a spesiiigjectivity or identity that an individual
acquires. Emmonsds use, certainly, may fal/l
specific dispositions of subjectivity and identity. But another more interesting difference,

for me, is that Bawarshsiinterested in how uptake works as an ideological process that

creates dispositions that reinforce dominant cultural beliefs, while Emmons is interested

in how uptake works as an ideological process of dispositions that create specific

subjectivities anddentities for individuals.For Bawarshi, uptakdead tocultural

dispositions that individuals adopt; for Emmons, uptakeslispositions that individuals

inhabit. The differenceonce again, is slight but important. If uptakes lead to cultural

dispasitions rather than are already existing dispositions then individuals may be able to

intervene and alter those dispositions during the uptake process rather than simply adopt

themd the most important implication being that Bawarshi allows for more roohinwit

uptake for individuals to assert some kind of individual agency while Emmons allows for

less room, seeing individuals more as products of genres and discourses. Emmons use of
Asubjective agencyo to under st altodhisi ndi vi dual

distinction. While this phrase acknowledges that individuals can and do act, it also
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suggests that they act primarily as subjects of the genres and discourses (and, by

extension, ideologies) in which they engage.

The same holdsure f or t he difference between Kildl
Emmonsos. Ki | | Il magines uptake as a process
individual, suggesting that while individuals are beholden to the genre and text to a
certain extent through set@n, they also have freedom to a certain extent through
design. In fact, it is through the process of selection and design that Kill suggests
individuals can assert agency and act in innovative ways. Emmons, however, seems to
suggest more rigid or setqeess of uptake since she imagines the processes to include
generic and discursive uptake and examines how individuals come to inhabit the subject
positions that the generic and discursive uptakes engender.

Sowhere doesll of this leave us with upt&® Returring to my initial
guestiond what is uptake and what happens during ugiakem afraid that those who
are searching for a simple answer will not find one hsreptake, like most fruitful
concepts, is not so easily or singularly defined. At itance, the three primary
definitions of uptakenayappear to have little in commaven though they are
intimately related Bawarshi sees uptake as a space, Kill as a process, and Emmons as a
disposition. Without wanting to diminish the importance oéthdifferenceghat |
outline abovethere is also a common core in these definidotigey all suggest that
uptake is actiomriented. This, of course, should be of little surprise since uptake comes
to us from speechct theory and scholars have longagnized genres as rhetorical
social actions.For Bawarshi, the action of uptake is the ways in which various factors

converge and intervene to normalize and habituate. For Kill, the action of uptake is the
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way in which individuals assert agency to tfans and innovate. And for Emmons, the

action of uptake is the way in which it contributes to the creation of subject positions.
What action each scholars fAtakes upo with
dependant upon his or her purpose or goaishat he or share most interested in
examining within the human communication process. And, depending on what action
they look to, theyrovidedifferent conceptualizations of uptake. For example, since
Bawarshi is interested in the normalizatioti@tof uptake, he sees uptake gre
established space in which various factors converge and intervene in typified ways. Kill
is more interested in the transmative and innovative acti@f uptake, so she sees
uptake as a process in which individueds make certain rhetorical choices, decisions,
and designs. Emmons is interested in the sulipesting action of uptake, so she sees
uptake as a disposition that individuatcupywhen engaging genres and text$e
common issue for uptake thatusite al | of t hese scholarsd 1 nves

which uptake allows for or does not allow for individual action or agéncy

191 want to speak briefly to how | am defining and using agency and why | primarily conceptualize it in

terms of individual action within this dissertation. Agency, at its most basic level, suggests the ability to

act. Of course, human agencyismuch more complex and hotly contested concept than this. Within

scholarship, many questiodoes agencyexisr do we suf f er gfemnaconwbattegee ii | | usi on
are we fAfreed acting #agenoytexdsts withilheindeidud, devdoeatgerstey e xi st ;
achieve itare we several multiple and conflicting subject positions at onisghere some underlying agent;

and f we occupy several subject positions, can we use the tensions that result from these multipldcimg) confl

subject positions to achieve agendpdact, at the2003 Alliance of Rhetorical Societies conference, forty

scholars proposed differing position papers to the que
agenc® espite the pkhora of answerprovided the choices still seem limiting: either one believes people

possess agenégithough it may be limited and constrainadyl are, thus, agents or subjects; or people are

possessed heagencyof external forces (such as ideolodiscourses, language, geraall are, thus, always

subjects.Clearly | more closely align myself with the first position, believing that, albeit constrained in various

ways, human agency exists. Not to ignore the baggage that comes along with tisingyadlency, | often opt

to use individual action instead of agency within this dissertation. Individual action explicitly acknowledges the

most important part of agency for én¢hat is the ability to act, to exert an action. It also provides a coeunter

balance for genre as social action, acknowledging that individuals play an active role within the-me&inigg

process as well. | use individual not to suggest that individuals act as totally free and uninhibited agents within

the world but, rather, tacknowledge that while individuals are socially situated and influenced in many ways,

the ways in which those factors coincide within an individual at a specific moment in time is singular to that

individual.



54
Equally importanto positioning uptake as actiamiented all definitions

implicitly or explicitly suggest the impomae of individuals as socially situated beings
within meaningmaking processesndividualsmustactfor uptake and the resulting

actionsto occur. While Kill and Emmons explicitly address the role of the individual

within uptake, Bawarshi, too, considehe individual, especially the ways in which he or
she can critically intervene withthe space of uptake. Uptake, then, is an active process
that requires individuals. Individuals may be compelled to take up texts in certain ways,
yet it is, ultimaely, the individual who has to make or break those expectations (of course
to varying extents according to different scholars). It is within the capacity of the
individual to act within uptake, as Bawarshi and Kill point out, that he or she has the
opporunity to intervene in uptakes, produce alternative uptakes, and disrupt social
structures and institutiorfS. While disruption of uptakes may not come easily, as is
demonstrated through Emmonds examination of
B a wa r s hinalien ofehe Braeli and Palestine conflict, it still is a worthy and
worthwhile pursuit, especially within the context of the composition classroom where
educators often seek to empower student writers.

To the extent that individuals must act tgptake to occur, we can also understand

uptake as a performance foll owing Emmonsoés i
and interpretive act. o This conceptualizat:i
Bawar shi 0s, Ki |l | 6 s, ornzancd all®vsramondigdaad to enferrintbe  a per

2t is important to note, at this junctutéat my focus on the actions of individuals does not preclude

group or collective actions. Groups are, after all, made up of individuals who choose in certain ways to act
together. While this dissertation and my conception of uptake focuses on itmradatidividuals, a fuller
exploration of the relationship between uptake and group or collective actions is an avenue for future
scholarship.
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a spacen whichvariousfactors converge and interveaed shape that space (Bawarshi),

to engage in arocess of design and selection (Kilndto inhabit certain disposition(s)
(Emmons) And, as Richard Sckehner ar gues, fAany behavior, e
be studied 6éasd performance, can be analyzed
(32). Erving Goffman also suggests the widespread use of performance in everyday life.
Certainly, then, uptakean be understand as a performance that occurs within everyday
life.
The performance metaphor also seems particularly well suited for uptake because,
as Schechner suggests, dwe all perform more
life, and artistic life consist largely of routines, habits, and rituals; and the recombination
of already behaved behaviorso (28). Whi |l e S
and routines of |ifeo as fArest athendasbehavi or ,
Bawarshi suggests, in terms of uptake. In fact, uptake may play an important role in
restoring behavior, as Schechner describeslie not es that fArestored b
process of every kind of performing, in every day life, in healimgitual, in play, and in
the arts. Restored behavior is 6édout there, o
in the restored behavior sense means never for the first time, always for the second to the
nth time: twiceb e h av e d b e iHafurther exgaing r2sto)ed behavior by
commenting that:
these strips of [restored] behavior can be rearranged or reconstructed . . . they
havealifeof t heir own. The original oO0truth©o
be known, or mape lost, ignoed, or contradictedl even while the truth or

source is being honored. Hdhe strips of behavior were made, found, or
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developéd may be unknown or concealedlaborated; distorted by myth or

tradition. Restored beh@w can be of long duration &s ritual performances or
of short duration as indkting gestures such as wavgapdbye. (28)
Similar to restored behavior, the motivations and reasons behind conventional or
normalized uptakes are often lost with time, yet they endure like the uptakgestiag
by the waving of a hand. In this sense, uptakes too appear to have a life of tidemrown
what Bahktin calls fAscelerotic depositso of
Nov el @& a(ifethaRmany simply adhere to and join rather tttzadlenge and
disrupt.

Restored behavior also connects to performative and perform&tinityays that

further shed Iight on what | term individual
behavior enacted not on atrudualstsealldbut i n &6real
6performative. 0 It is their contention that

per f or mat? Seeesabpoststtudtdralist theorists suggest that individual
identityd in terms of gender, race, class, sexualitydets.not fixed or biological but

rather the result of socialgonstructed and repeated performances. When | refer to
individual uptake, it is these performances of self to which | am referring. In particular, |
am interested in how performances of selflividual uptake) interact with performances

of genres and discourses (generic and discursive uptake).

Z’Ischechner notes that #fAin performance studies, perfor
theconstruction of social reality including gender and race, the restored behavior quality of performances,

and the complex relationship of performance practice
use it here refers primarily to his first toptbe construction of social reality including race and gender.

#The postructuralists that Schechner names include Michel Foucault, Jacques Derrida, and Giles Delueze.
Other theorists he identifies with this movement while explaining that they astristly poststructuralists

include Jean Bauldrillard, Guy Debord, Jacques Lacan, Judith Butler, Theador Adorno, Max Horkheimer,
Jurgen Habermas, and Herbert Marcuse.
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Moreover, the performance metaphor for uptake seems particularly illuminating

as it not only identifies uptake as actionented and reliant upon iniduals but it also
explicitly acknowledges the situational and transitory nature of uptake. Every uptake
performance will vary, sometimes in slight and nearly undetectable ways, even though an
individual may choose to follow the conventional and norrealiscript. Returning again
to Schechner and performance theory, he writ
every performance is specific and different from every other. The differences enact the
convention and traditions of a genre, the personatelanade by the performers,
various cul tur al patterns, historical circun
(29). The same holds true for uptake: the ways in which individuals choose and enact
conventions (perform discursive and generic uptakeng with the ways in which
individuals perform themselves (individual uptake) within particular contexts and
situations creates differences between uptakes.

Rather than understanding uptake as an isolated or single action orugymeke
is bette understood as a multhyeredperformance And the layer®f uptake that each
scholar describesnd exploresvork together, not independentl{When encountering
text, individualsperformanuptake thus creatingind engaging ia complex space in
whic h many processes occur, one of which is t
design (which includes, but is not limited to, generic and discursive uptakes), that may
lead to thendividual inhabiting certaindispositions and subject positions.| &f this
occurs within uptake; conceptualizing uptake as a Aaygred performance, then,
acknowledges the cgrtex and mamayered actions of uptakend, more importantly for

my purposes, the individual 6s performance in
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With so much occurring during the performance of uptdks, of course,

difficult for scholardo examine all of tese layers at onc&Vhich layer of uptake a

scholampeds back to closely examine is dependant upon his or her purposes or goals.

For instance, since Kill is interested in agency, innovation, and change within uptake, she
peals back the Aprocesso | ayer since this al
intervene within and control the process of upt&irce Bawarshi is interestedtime

normalization function of uptake and critical interventions within normalized uptakes, he

peals back the Aspaceodo |l ayer since this allo
become conventionalized and how individuals can intervene within those

conventonalized spaces. And since Emmons is interested in how genres and discourse
contribute to the creation particular subjec
since this allows her to examine how individuals come to inhabit the depressed medical

subject position. How one understands and apppitskg then,is amatter of

perspectiv dependi ng upon the scholards interests
performance, apace, a procesa dispositiomnd even more as future scholarship will

surely dscover.

Adding Another Layer to Uptake: Individual Uptake

As demonstrated above, uptake is a complex yet rich area of study for scholars
who seek to understand how and why individuals act within rhetorical situations and
interact with genres antdxts as welas with other individuals. What | find especially
useful about uptake is that it allows scholars to acknowledge and examine the possibility
for individual action without diminishing or ignoring the influence and relevance of the

social worldon individuals. Put simply, uptake helps us better imagine the ways in
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which individuals assert an (somewhat) individual agency within a social agency.

Certainly Kill begins to examine individual action in her examination of how professional
writers usannovation to achieve social commentary and Dryer, too, examines ways in
which uptakes can be deutinized; yet the majority of uptake scholarship remains
focused on the ways in which individuals engage in the certain subjectivities, identities,
and idedogies that genres and their discourses create and sustain (consistent with much
work in rhetorical genre theory). In other words, scholarly attention is still primarily
focused on normalized uptakes rather than disruptive uptakes even though there is
widespread acknowledgement that individuals do not have to engage in habitual or
normalized uptakes, as Freadman pointsout By combi ni ng Emmonsdés m
textually tracing the processes of wuptake, E
Ki | | &isinnewation, | seek to add another layer to the performance of uptake that
more fully accounts fothe individualand that may contribute to a more productive
understanding of uptake disruption.
Todose | buil d upon Ki | htiorsfroovgemr&ktotbey s hi ft i n
individual by proposing and exploringt another process in which individuals engage
during the performance of uptake that more fully considers what individuals bring to the
processes of selection and designdividual uptake.Ceitainly Kill begins to address
this aspect of uptake by exploring how individuals engage innovative uptakes within
genres, but | seek to more clearly delineate and explore the ways in which individuals
contribute to the process of uptaleargue that indiidual uptake interacts with generic
and discursive uptak@s Emmons defines themiring theoveralluptake proces®

create a singular uptaian other words, generic, discursive, and individual uptakes
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interact together to constitute the overall uptataress, and each performance of the

overall uptake process is singular to that individual in that particular moment in time even
though it may share commonalities with other
suggest thatlike generic and disursive uptake, individual uptake visible through
textual traces.

When individuals take up genres and discourses, they are performing multiple
uptakedt hey are not just taking up genre. As E
is the problem ofvhat istaken onwhen an individuatakes ugparticular genres and
di scourseso (138Eempmadiss di stomicgiimal bet weer
Adi scursiveo uptake i s pwahattanicdivilualtakegonhel pf ul
when she takespua genré® While the generic and discursive distinctitrat Emmons
identifies is certainly illuminatings it attempts toutlinetwo particular kinds of uptake
that occurs dring the complex act of uptake, | believe another problem of uptake is the
prool em of how fAwhat is taken on when an indi
di s c o ({hatssgendric and discursive uptakiesg¢racts with what the individual has
already takemn prior to his @ her interaction with genres addcoursegthat is
individual uptake) Uptakes have memories asd, too, do peopjas Freadman reminds

us As suggested by Sunny Hyon, Bakhtin provides another helpful base from which to

examine this problem of uptake. Bakhtin wri
BZRecall that for Emmons, fidgeneric lajonciformdof descri bes
di scourse (and the impositions of power those forms i
uptake involves the selection and translation of typified forms . . . and social roles . . . into new discursive

situati)ons®Mi(slcuxr si ve uptake is a second kind of wupta
social organization or discursive form, are taken wup

the dispositional effects of discursive uptake areeniodividual than collective. Where generic uptake
focuses attention on social organizations and roles available to multiple participants, discursive uptake
provides clues to the posi-40.oning of the individual ¢
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Aany ud ara or arittengprimary or secondary, and in any sphere of

communicatiod i s i ndi vidual and therefore can refl e
(qtd. in Hyon 63f* Hyon, for example, finds in her study of retentjpromotiontenure
(RPFT) evaluations that Athe presence of 1 nven
writerso6 individual styl es, institutional c |
security ingenrd e n d i n ¢OWh{leth@s jactors, of course, would vargéa on
the genre and writers studied, Hyondés study
individual factors that affect the production of texts. It is to delineating this dimension of
uptaké what | am calling individual uptakethat I direct my attentin to here.

A number of factors need attention when considering what an individual has
already taken on prior to his or her interaction with genres and discourses. One factor to
considerincludean i ndi vi dual 6s antecedewvit) genre kno\
Uptake is, most likelyinfluenced by what genres are available to the individual both
during the taking up of the initial text and the production of the corresponding uptake
text. Returning the writing prompt yet again, when a student encoumterising

prompt, she may initially turn to her antecedent genre knowledge of the academic essay

2 Bakhtingoesontoexpli n t hat fAnot all genres are equally condu
noting that artistic literature are most conducive to individual style while the least conducive are genres that

require standard forms, such as business documents, militamanads, verbal signals in industry (63).

While not necessarily disagreeing with Bakhtin that some genres may be more conducive to reflecting the
individuality of the speaker than others, his privileging of the novel and his distinction between primary

andsecondary genres certainly affects his understanding of how conducive genres are to including

individual style. And as Sunny Hyon demonstrates, the reteptimmotiontenure evaluations

demonstrate that even businégse documents include a wide vayief individual expressive intonations.

®Hyon explains that by inventiveness she means fArepor
(177) . When compared to Killés use of innovation or
inveni veness seems to more explicitly attend to the fApl
she identifies inventiveness in the forms of hyperbol
use of innovation does not necessarily additesss A pl ayf ul 6 aspect of | anguage |
deviation from conventions. For this reason, I adopt

Hyono6s inventiveness.
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rather than say of the diary that she writes in her spare time or the lab report that she

writes in her biology lab to complete the prompt within the conteatammposition
class.
Extending beyond antecedent genre knowledge, another factor to consider within
i ndividual wuptake are the indiviaKilll 6s ot her
suggests, figenres may de bthenseciallysigndicantf or t hei r
marker® for example, nationality, gender, sexual orientation, race, ethnicity, and so
oodmay trouble or challenge a pnemgsbals®@s gener.i
consider the ways which normalized or habituated geicesind discursive uptakes
interact with individuals and their own prior orroent subjectivities and identities during
their performances of uptakespecially if we want to better imagine or understand the
i ndi v abdity ta Actwghin textual and gneric productionMoreover, if, as
Emmons suggests, generic and discursive uptake are performative and interpretive acts,
then we must understand how individual perf o
may influence (either to conform or to disruperformative and interpretive actsor
example, a student may respond to a writing prompt with a forrstamaardized
English mixed with standardized English not because she does not know the convention
of using only standardized English but becalmeexercised her choice to perform the
form on nonstandardized English used by her family that she considers as central to her
identity® In short, there armany layers of performance occurriagd interacting
within uptaké generic, discursive, and indliluald that may help ubetteraccount for

and see individual actionithin uptake

®This suggestion is derivedn Esspgron fhemwoi kh &t a®o
which she attempts to account for why people might make certain decisions while composing.
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Whil e Emmonsdés primary concern in AUptake

outline generic and discursive uptake, | believe that she hints at this third uptake process
of individual wuptake as wel | . When discussi
the campus health center and Mei 0s assumpti o
she has a chemical imbalance, Emmons notes that both women have adopting the
subjectivities of a patient with limited responsibilities and options through their generic
and discursive uptakes of the discourse of depressiorsI)50However, she also notes
that both women are hesitant to completely assume the biomedical sutlyjsatice they
are not yet committed to taking antidepressa
Based on these observations, Emmons writes that:
Acting as double agents within the discourse of depression, these women inhabit
complicated shjectivities and authorities in relation to their own bodies and
selves. They are both acting as their own agents, claiming the power to choose
the pharmaceutical O0route6 or not, depend
illness, and they are alscting as agents of the biomedical discourse,
relinquishing their rights to the diagnostic imieetation of their experiences.
(151Y’
Emmons accounts for Claireds and Mei 6s hesit
a moment of both women aogims their own agents. While not disagreeing with
Emmons on this point, | would add that the women are acting as their own agents in this
case because of the ways in which their individual uptakes interact with the generic and

discursive uptakes inwhithhey have engaged. I n other wor

Here Emmons adopts Bawarshids use of the double agen
wr i t er as tditbsother desires andjaetions and an ageritehalfof already existing desires
and actions6 (p.50)06 (cited in fiUptakeo 138).
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agents of biomedical discourseo through thei

as their own agentso through their indiuvi
These three upka processes and the ways in which they interact allow Claire and Mei,
and more generally individuals, to act as double agents.
Examining writerso individual upt akes
uptakes is particularly useful for me becadige, Bawarshi, Kill, and Emmons, I, too,
have my own interests, purposes, and goals behind my use of uptake. In the remainder of
this dissertation, | seek to extend the work of scholars, such as Kill and Dryer, who have
begun examining how individuals assaction within texts, genre, and uptake by shifting
the focus more explicitly to a certain kind of individual action, critical individual action.
Critical individual action, for me, does not simglgknowlede that individuals can act
within and betwee genres but, instead, works to disrupt orelgularize
conventionalizediptakes and genres (and the ideologies, assumptions, and subject
positions embedded within them). Attention to this kinchdividual action | believe,
supports B a mncaticasimarvéngion ¢oacritical dxamination and intervention
in uptakes) in both his work on language diversity and the {®aektine conflict. As he
notes in his work on language féifences, critical interventian our uptakes:
is particularlydifficult because uptakes, as learned inclinations that mediate our
encounters with | anguage differences,
moredeeply held as attachments. Yet uptakes are what we have to contend with
as we work tareate tassroom environments that are hospitable to language

differences andthatmaket r at egi ¢ use of studentso

(7)

du a

ar e

var
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Bawar shi 6s cal |l for critical i nt enotordynt i on c e

to make the classroomore hospitable to language differences but also to make the
classroom more hospitable to difference in general.nééel to explorenore fullyhow
those critical interventions can and do occur if we are to support and encourage them
within the compositio classroom.

Kill és use of fAconventional 6 and fAinnovat
starting point for imagining ways in which critical interventions can take mheite
composition classrooff K i | chséstidy ofZora Neat Hurston and Etabeth Keckly
is of particular interest to me as it highlights the ways in which these writers create
innovative uptakes through alternative uses of conventional uptakes in order to challenge
textual authority and, more importantly, social structuress this kind of critical
innovative uptaké an uptake that seeks to interrupt or disrupt conventional uptakes in
order to challenge or unveil embedded ideological ciments®) that interests me most.
| examine howcomposition educators and schola@an enourage students through
pedagogy to create and to engageritical innovative uptakes within the classroom
contexttor i n Bawar s hi 0 sreateeriticalsniervemtmng inw@akes éamd
by extenson genre) within the classroom. Since thatrehship between uptake and
genres is bdirectional, critical interventions work to disrupt not only uptakes but also

genres since alternative uptake performance can also work to alter the genres that are

taken up.

% Recall that Kill imagesiptakesasexisingon a conti nuum with conventional u
communicationbt al so may compel people to reproduce meani ng
i nnovative uptakes that Awork to innovate and make u-:¢

the other (8).
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This workexpand u p o n Iatiit exiandirss not jast whdtt happens during

innovative uptake but also how we can encourage that itimewgtake to occur. It also

moves beyond unique writing situations in which innovation may be more common or

easily achieved to consider everydagr usuab writing situations in which innovation

may be less easily achieved. Finally, it examines student writergp(otessional

writers) within the university context as op
studies, while revealing, addrestuations in which professional writers intentionally

sought to disrupt or innovate in certain ways. Moreover, they are cases that are relatively

unique in that they are not regularly encountered by many. Additionally, these three

cases involve writerwh o ar e i n some way offlartSbkalraed o or ma
physicist writing within cultural studies; Elizabeth Keckly and Zora Neale Hurston,
African-American women writing within white male literary tradition and to primarily

white audiences; and Lyndfinian, a radical feminist language writer writing within the

poetic tradition. While it is arguable that all students within composition classrooms are

Aot heredd or marginalized in some way(s), ma
i dent itfhyereesdoffo in fact, educators have | ong |
resist critical thinking and pedagogy because they are within or strive to be within white,

male, middleclass positions of power (for example C.H Knoblauch and others within

Composition and Resistante How, then, d@omposition scholars and educators

encourage all studentsdasrupt conventional uptakes aedgage in innovative uptakes

within everyday writing situations that they encounter within the classrdbm?o this

guestion that I turn to in the next chapter.
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CHAPTER?2

Harnessing the Power of Disruption:
Moving Beyond Interpretation and into Textual Productions

Disruption: The action of rending or bursting asunder; violent dissolution of
continuity; forcble severancé.Oxford English Dictionary

At first glance, disruption appears potentially dangerous and debilitating and,
thus, to be avoided. Disruptions can be annoying at the least and destructive at the worst
since disruptions often keep people frgatting where they want to go and from
achieving their goals. Yet disruption, itself, is not necessarily always negative, even
though it is generally identified as such. While disruptions may sometimes impede, they
can also be productive and lead in réirections. As Clayton Christiansen, Michael B.
Horn, and Curtis W. Johnson s'tAsopposediodi srupt i
interruptions that often go unnoticed and ignored, the forceful and abrupt nature of
disruption makes it particularfyroductive because disruptions call attention to
themselves. People notice disruptions because they make them feel uncomfortable. And
people often cannot ignore disruptions as they garner some sort of response. In short,
disruptions are powerful. Sclaos, then, often turn disruptive moments into productive
ones by analyzing whglisruptive momentare occurring, why people find them to be
disruptive, and how people can work with and through the disruption. As Julie Jung

writes, di sr geswhere theoriesand relaionshipscanabe rethought,

! In Disrupting ClassChristiansenHorn, and Johson are interested in applying their theory of disruptive

i nnovation or Athe process by which innovation transf
complicated and expensive into one where simplicity, convenience, accessibility, and affordability
characteri ze tdéhoeginallp appliedroi fapsofit enferprisgs and industréego public

schools. While | pull from their understanding of disruption, | do not use their theory of disruptive

innovation because, as they have defined it, &reyinterested in how innovation disrupts and transforms

markets (and by their extension public schools) from complexity into simplicity through the use the

technology. My use of disruption in this chapter focuses on its ability to create complexityestions

rather than simplicity and convenience through innovative uptakes that do not necessarily include the use of
technology.
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renegotiated, revisedo (ARevisiono 437). | n

ways in which scholars and educators can work to critically intervene within normalized
uptakes, anditispartc ul arl'y i mportant for this project
rhetorical awareness, flexibility, and agency. Disruption, | argue, should be productively
incorporated into pedagogical practices so that normalized uptakes are not simply taken
at face value but rather isolated and questioned. From these kinds of critical
interventiors, writers can make informed and purposeful rhetorical choices that engage
conventional or alternative uptakes, depending upon their purposes and goals.

Several lines of scholarship within composition and rhetoric attempt to harness
the power of disruption to encourage critical interventions within particular kinds of
uptakes. Feminism, for instance, has sought to capitalize on and create moments of
disrupton in order to critique and expand the scope of composition and rhetoric. In Joy
Ritchie and Kathleen Boardmands AFeminism in
Di sruption, 06 they identify three tropes or n
within the field® the inclusion trope that seeks to include women and gain equality for
women; the metonymy trope that seeks to connect feminism and composition; and the
di sruption trope that seeks to critique hege
reconfiguy e past experience and practiceo (598).
di sruption has altl owamdalfyme nasd ocrihtol que thhe
narratives of composition's first 20 years, to raise questions about difference(s), and to
critique disciplinary practices and structsire t hat have shaped composi t
Boardman 598). Other feminist scholars have sought to disrupt the rhetorical canon to

include women (Lunsford), the (lower) status of women as composition instructors
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(Mil ler, Schell), and the gendered space of the composition classroom (Bdusen,

Marinara, and Meem), among many other areas.

In another vein, cultural studies attempts to create disruptions within readings of
texts, particularly popular culture textInfluential proponents of cultural studies, such as
James Berlin, John Trimbur, John Schlib, and Lester Faigley, argue that close readings
paired with cultural analysis and critique (or interpretation) allow readers to examine
often unnoticed and undging power dynamics, social relationships, ideologies, and
assumptions embeddedthin texts. As James Berlend Michael Vivion note, within
cultural studies fiboth teachers and students
examination of the economisocial, and political conditions within which the signifying
practices of culture take placeo (xii.).

Critical pedagogy, like feminism and cultural studies, seeks to disrupt dominant
cultural practices, institutions, and ideologies through analpsi€atique, specifically

Apr odploseinng o e du c aposing aducation, the tgacher lard standents,

together, examine through dialogue and refl e
themesodo) from the st udevelosciticatooresciopysthes | i ves i
Al earning to perceive social, political, ant
against the oppressive elements of isrealityo

also explicitly committed to education fotizenship, imagining classrooms as
democratic (counter) public spheres where alternative ideologies and ideals can be
imagined and enacted (Giroux). In other words, critical pedagogy seeks to disrupt
dominant ideologies, especially within educationaleyst and institutions, that may

work against students so that they can then resist and, ideally, change them.
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Clearly the act of disruption plays an important and central role within many areas

of composition and rhetoric, and there is great value sethets. Feminist scholars have

created a space for marginalized voices in the academy have exposed cultural,

institutional, and economical biases against women, and have expanded pedagogical

practices to be more inclusive and geffiexive. Cultural stdies scholars have

expanded the scope of recognized and valuable texts to include those of popular culture

and mass media, have expanded the content of composition courses to include that of

everyday culture and texts familiar to students, and have wewkedgose culture and

texts as ideological constructs that need close examination and critical analyses. And

critical pedagogues have provided necessary critiques of educational structures and

institutions in which scholars and teachers regularly endpraye, provided students with

a voice with which to question and critique dominant ideologies, and have worked to

change potentially oppressive elements of society. Certainly, feminist, cultural studies,

and critical pedago g yavesalowed foamasy@aina.ct s of di s
Within these gains, | believe there is also further opportunity. In these lines of

scholarship, disruption primarily occurs during the readings and interpretations of texts,

ideologies, structures, and institutions but seldmntinues into the production or writing

of texts. In other words, disruption is encouraged during analysis but less often during

writing. Students may be encouraged to watbeutdisruptions and what insights they

have gained from them, but they aageely disrupted or disruptroughwriting. A quick

read of assignments outlinedlieft Margins: Cultural Studies and Composition Studies

highlights this tendency. For Moxdaynpl e, Todd

Night Football Entertainmentomld oct ri nati ono describe how th
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students to think fAcritically about professi

isolate specific details of sports presentationsfatmpt h anal ysi so (116) .

culminating assignmentforthi uni t asked students fAto criti

presentation of their choiceina43 page) essayo (127). When de
essayo on professional wrestling, they descr
essay:

the student as able to see past the hype and came to some perceptive

conclusions. When considering the riotous response of the crowd to the cultural

stereotypes presented in the wrestling ring, the student concluded that, despite the

comic trappings, at some levbk social caricature represent the beliefs of the

audience. He reported common patterns in audience response (an absolute

distinction between good and evil, support for the underdog against a notorious

villain, and concern for the damsel in distress)pporting his findings with

specific examples. (128)

Despite some focus on interpretation, scholars have acknowledged that disrupting
readings and interpretations is not enough. Ritchie and Boardman encourage others to
connect disruption to lived eepences and material history (specifically in the form of
coalition building and collaboration) so that disruption and theorizing resulting from
disruption may remain relevant (604). Critical pedagogy, via Freire, also recognizes the
importanceofnovi ng beyond interpretation through it
reflection of men and women wupon their world
critical pedagogy, reflection (or interpretation) needs to be accompanied by action

b e ¢ a u s er crifical eandcibusness nor unreflective action alone will enable people to
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transform the worl do (George 94). Whil e Rit

provide us with important reminders that disruption of interpretations need to be
accompanied bytber actions, what those other actions can and should be are not entirely
clear.

Others more explicitly outline what those other actions that accompany
interpretation may look like by moving disruption into textual productions, the realm |
am exploringm this study. For example, some feminist scholars have suggested that the
theory behind and the practiceéfriture femininewithin the composition classroom
allows students to critique and disrupt phallocentric academic discourse, although Lynn
Worshamargues that this use é€riture femininénas not proven useful because it
neutralizes its radical and disruptive potential andéhgture feminings better used to
investigate the ideological commitments of existing writing theory and practice than to
build new writing theory and practice. Other feminist and critical pedagogy scholars
have suggested the use of alternative;aademic genres, such as journal writing,
story-telling, and autobiography, as ways to disrupt conventional academic discourse
Whil e these genres disrupted aaadeéemccoconven
genres have become so commonplace that their disruptive power has been weakened
since they have been accepted as valid forms of academic discourse within the
composition tassroom.

In an especially explickxampleof moving disruption to textual production
Bruce McComi-pprkoydess i srolcatadri cal i nquiryo (inf
focuses on both the processes and products of discourse by providing stisg¢ifs a

heuristic question so that they can investigate the cycle of cultural production,
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consumption, and distribution in order to provide institutional critiques. In this approach,

as McComisky explains, students are asked to produce both critical #sgafggus on

their interpretations and reading as well as practical documents that enact their critical

essaysThis approach weds disruptive readings and textual productions as students are

asked to put their criti adcidaldoceremns ngs i nt o fip
Like these and othescholardefore me, |, too, seek to harness the power of

disruption and | also seek to move disruption beyond interpretation aruthetokinds

of action, specifically textual production. To do so, | bebia chapteby exploring how

the explicit teaching of genre attempts to d

mainly throughanalysis andritique, andoffers ®me suggestiafor how students can

disrupt through textual producti@s well | then turn to multicultural pedagogy, a

pedagogy that has more fully realized the potential to disrupt through textual productions.

Multicultural pedagogy, with its focus on language differences as well as multicultural

and multilingual students, attemptsdisrupt standardized or conventional academic

uptakes through studentsdé alternative writin

pedagogical approaches and rereading them through uptake, | suggest how teachers can

encouragell students to disrugheir convetional uptakes througa pedagogy ofiptake

awareness amdisruptionthat is situated withithe interpretatiomand productiors of

texts The goal of such a pedagogy is to help foster in students a sense of rhetorical

agency so that they can gain a catiawareness of their uptakes. With greater awareness,

students may also see more possibility within their uptakes and then use that awareness to

select uptakes more deliberately and responsibly.
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Explicit Teaching of Genre and Genre Awareness egia

The explicit teaching of genre may seem an unlikely place to explore disruption
due to the critiques leveled against it. This approach, especially as outlined by the
Sydney School, has been widely and loudly criticized by many scholars concetried tha
leads not to disruption or creativity but rather to rigid and thoughtless imitation of genres
as well as mindless indoctrination into certain ideologies (Dixon, Green, aoée,
Sawyer and Watsgn For example, Bill Green has suggested that the itggaohh genre
may | ead to fia curiously static world, seemi
clear, and decisive; one more or | ess moves
another example, Allan Luke has expressed concern that the teachemg®ioes not
adequately address fiissues of textual access
di fference across cultureso and, as a result
wiring the circuitry of postndustrial social reproduction as uitimally as educational
psychologists oiled the machinery of industr
In one of the more commonly cited critiques of genre teacAiviga Freedman
in AShow and Tell ? The Role of Explicit Tea

(1998) provides other cautions including thiais not necessary for the acquisition of

genres, may |l ead to the misapplication or fo
not consider the authentic contexts in which users produce and use’gerstesdshe

0Objections to Freedmanos entetheodsss (intladinga hreesandwalgéesd by m
Wiliamsand Colombs responses to her ess aWaberfoand that ngigito | e i Ling

situated, authentic learning (as advocated by Freedman) in conjunction witexagahexplicit teaching

still resulted in misapplication of genre knowledge. Amy Dealio objectstosme of Fr eedmanods
claims, whilesupporting others, idVriting Genreqsee for more detgil Additionally, Michael Carter,

Miriam Ferzli, and Eric Wiebe in their study on filahguage adults learning the laboratory report in

biology labs that the group thatusedh ei r onl i ne instructional materi al ca
significantly more effetive in attaining the learnimgals of the lab than students who were given

traditional instructional mateail s 0 ( 406) . lwizhim e NlottheAmeriaas schoal efgeahre
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argues, based on her research of second language acquisition and composition theory,

that students acquire genres through the implicit teaching strategies of situated learning
and facilitative guidanc®.Yet | begin with the explicit teaching of genbecause, in
spite of the critiquesis focus orrhetorical flexibility and critical awareness provides
opportunities for critical interventions to occur.
While necessary cautions, all of these critiques stem, | believe, from a limited
understanding ahe explicit teaching of genre and conflation of the three schools of
genre teachiny) Sydney School (Australian), English for Specific Purposes (ESP or
EAP), and North American School (the New Rhetoric). For exarkRpté&dman defines
the explicitteaching f genre as fexplicit discussions,
of genres and/or articulating underlying rul
social, cultural, and (or) political features of the context that elicits the textual
r egul aR4).tAs Aany Devittpdints out, Freedman works here with a definition
of explicit genre teaching advocated, but also modified, by the Sydney stliowhg
193). To clarify the distinctions between the three approaches, | will briefly review
them here biere focusing my attention on the North American School, specifically the
pedagogy of genre awareness (as outlined by Devitt, Reiff, and Bawa&temes of
Writing). | argue that such explicit genre teaching within the North American School
provides gproductive basis from which disruption can be further explored diig to

goals of raising of critical awareness and increasing rhetorical flexibility.

theory, used the assumption that genre can biecilyptaughtande f f ect i vely | earned, and v
to address the recurring social situationha science laboratory classrobyguiding students in the
varios t ypi fi ed r espons e srfihndngstsuggest gesre candsticitiptaught ( 4 0 0) . Th

and learned effectively; however, they do qualify these resulisgnibtat they may be limited the
parameters of their study.

*Freadmanmorefullput | i nes her approach to implicit genre tea
Situated Genres: Understanding Student Writing from e
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The Sydney School , based in the applicatdi

functional linguistics, seks to allow economically disadvantaged and marginalized
population® particularly within primary and secondary schodatkenHorarik) and
adult migrant education (Feézaccess to cultures of power and their genres so that
they may become, ideally, emponed participants within society (Cope and Kalantzis;
Richardson). To do so, Bill Cope and Mary Kalantzis argue, teachers must be explicit
about genre knowledge and fAabout the ways |
Under standi ng gelnroer iaesn tiiead §¥lastiogi@adktie, @grdoac e s s 0
Rothery59), teachers often use a curriculum cycle (or wheel model), developed by J.R
Matrtin, in which students move between looking at models of a genre, jointly
constructing a text, and then independendgstructing a text (Richardson 129).
Founded on the linguistic theories of John Swales, the ESP s@mdels on
second language learners who often lack the cultural or disciplinary knowledge needed to
understand and acquire specific genwithin undergraduate and graduate education. As
a result, ESP teachersd goals include explic
needs and genres of particular academic and professional groups by stressing the
situatedness of genres in particudantexts so that they can then participate effectively
within those contexts (Bhatia, Hyland, Samraj). Stressing the importance of genre
analysis, teachers engage in scaffolding that includes asking students, often in small
groups, to explicitly analyzeompare, and manipulate representative samples of a genre

in order to develop fArhetorical consciousnes

* While the wheel model or curriculum cycle is the original instantiation of the Sydney Sxqiprolch,

others since have modified it. For example, Susan Feez altersutllning a teachingearning cycle that
includes building the context, modeling and deconstructing the text, independent construction of the text,
and linking related texts
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the formal and functional features of written texts (Hyon). Moreover, ESP teaching is

usually planned arowuihgenres students are likely to encounter in relevant contexts since
genres are specific to a particular culture or discipline (Hyland).

The roots of North American school of gen
definitionofgenrea t ypi fiiedalr h@¢ i ons based in recurr
North American genre scholars, as opposed to the Sydney and ESP schools, are less
concerned with teaching studeditspecifically students within university settitdgs
certain genres and more interested ackeng the process of genre analysis (identifying
rhetorical choices and moves) and critique (questioning the effectiveness and ideological
components of those rhetorical choices and moves) so that students not only learn how to
compose genres but also é®p a critical awareness of genres and their actions
(Bawarshi; Coe; Devitt; Lingard and Haber; Russéllhe goals of this approach include
teaching rhetorical flexibility and adaptability within genres (Bawarshi, Devitt, Russell)
as well agi u n d e [ing] tha intdcate connections between context and form, to
perceive potential ideological effects of genres, and to discern both constraints and
choices that genr eWritingaOB)e possi bl ed (Devitt

While each of these three schdaiffers educatar useful means for approaching
genreintheclassroadne s peci al ly based upon oncéfors educat
my purposes, | am mostly interested in the North American school because it stresses

rhetorical flexibility and the raising of critical avemess, elements that work to establish

® A fourth school of geni@ Brazilian Genre Synthesisalso exists, as noted by Anis Bawarshi and Mary

Jo Reiff inGenre This school of genre synthesizes various traditions of genre, the French and Swiss

genre pedagogical traditions, European philosoplraditions, Critical Discourse Analysis, the Systemic
Functional Linguistic tradition, English for Specific
that rhetorical and sociological genre traditions need not be incompatable with linguitiortsa and that

when interconnected, these traditions can provide rich insight into how genres function and can be taught at
various | evel so -{7B &edenrsiha Changidg Werr rhofe infolBnation

regarding the Brazilian Genre Skesis approach to genre.
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a productive use of disruption. With these interests, as opposed to the teaching of certain

genres, the process of genre analysis and critique becomes central; and with the focus on
the process, the potential foitaal interventions within normalized uptakesr
disruptions within this dissertationbecomes more visible and possible. Additionally, it
is the North American school that has paid the most attention to the role of uptake and its
relationship to genreFor these reasons, | focus on the North American explicit teaching
of genre, specifically as outlined by Amy DevittWriting Genreswithout wanting to
diminish the important work achieved within the other schools for other groups of
students and otheedagogical purposes.

North American scholars have posited several pedagogical possibilities for (often
first-year) composition classrooms within higher education. Some examples include
Ri chard Coebds teaching genr éhnaosgra pphryo caess si,b oN
genre (a research narrative) and a mode of g
Janus figure and her corresponding heuristic
theorists, Ann Johnsd® dest aboridsofgenre,iSarxah and en
AndrewVaughan and Cathy Fleischerds use of wunf
historicaland cross u |l t ur al unfamiliar genres, Bawar shi
and David Russel | 8¢ Waile alinateworty suggestiams, Devith ppr o a c h
in Writing Genresand Devitt, Mary Jo Reiff, and Anis Bawarshi in the textbSalenes
of Writing provide an alternative pedagogical appraache teaching of genre

awareness. This approach has received attention within the fieldd@san

®Ann J Gemre it the Classroom: Multiple Perspectiveglines pedagogical approaches outlined in
the Sydney School and English for Specific Purposes School as well as approaches that combine elements
from the different deools of genre.
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accompanying textbool§cenes of Writingand is one of the more comprehensive

approaches to the explicit teaching of genre within the North American stheaml.

these reasons alone, it merits further investigation. But it is specifically the

commitment of genre awareness to teach students a critical consciousness of genres that
| see as providing much promise when paired with disruption and uptake.

As Devitt explains, genre awareness is not teaching textual features of particular
genres oreen teaching students how to write particular genres (similar to the Sydney
and ESP schools). Instead, genre awareness is a primarily interpretive approach to
genré® an approach that uses the analysis and critique of genres so that students can
d e v e | coitigal @nséiousness of both rhetorical purposes and ideological effects of
gener i c f writimpl92)® Dreothér tvards, through the process of analyzing
generic features and the contexts in which genres function as well as critiquing what
thoseforms allow and do not allow, how they constrain and how they create, students
gain an awareness, a consciousness, of what genres do and can allow users to achieve
and how genres shape and affect the ways in which their users view, understand, and
interad with others and the world. Important to note, however, is that Devitt is not just
advocating for a passive consciousness and acceptance of genres butaaticat a
consciousness (or critical awarenesBaulo Freire in his influential worRedagogyof

the Oppressedefines critical consciousneasii | ear ni ng t o perceive so

"For exa mp |l e, errdTheory:hTeabhing, Whting and Bejrap introductory text to
genre andyenre teaching for teachers, dsaheavily from this approachAdditionally, recent
dissertations that address genre theory doftesv from or note the genre awarenegpraach(Dryer,
Cheng, Fogarty, McDonald, Hendin).

8 Since many definitions of ideology are is use, it seems important to clarify how Devitt defines it.
Drawing from ot her 6s d e swhat{agroup ofpeoplea) beliehes and lppwib r e s i
views the world, o Devitt describes figenre as refl
epistemology, and power relationshdps t s i de®0).ogy o (59
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and economic contradictions, and to take action against the oppressive elements of

realityo (35). Whil e not working with this
wor king with some version of mayenablesritashe wr i t
... to learn the needed genres with greater rhetorical understanding and with more
conscious acceptance of or resistance to the
consciousness, for Devitt, does not necessarily entail taking action against oppressive
elements of reality but it does seem to entail an awareness of social, political, and
economic elements of ideologies so that students can knowingly or intenticrzapt ar
resist them.

In addition to laying the framework for genre awareness, Devitt also provides a
glimpse of what teaching genre awareness may looBlkkes Devi tt remi nds U:
not argu[ing] for a particular pedagogical strategy as muer@ging] for pedagogical
strategies that keep generi clcitederatlegind gener i
here to capture the complexity of her pedagogical approach

Using examples of already acquired genres and contrasting one familiar genre

with another, teachers can lead students to discover the rhetorical purposes

served by particular generic forms. Knowing the situations within which the

familiar genres appear, students can come to see how the forms suit the context

of situation; fromthere, students can be taught to discern how the context of

culture influences the choices of form. Eventually, the context of genres can be

introduced as students see how one genre interacts and responds to others.

(Writing 198)
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Once students examimenres for various rhetorical purposes, they can then understand

why genres are composed in certain ways given the specific contexts in which they are
working, thus exposing often hidden ideologies and realizing the potential possibilities
that exist witln a genre. They can also learn to see how genres are working with
others genres within that context to reinforce (or at times contradict) each other and
their ideological commitments. With this newfound genre understanding, students can
then apply thiknowledge to experiment within familiar genres and acquire new genres
or even to disrupt genres.

Specific steps of genre analysis and critique (an interpretive process) that
students and teachers can engage in together and independently are fleshee out mo
fully within Scenes of Writing As outlined by Devitt, Reiff, and Bawarshi, genre
analysis involves:

close reading and some observation by

1) Collecting samples of a genre

2) Finding out where, when, by whom, why, and how the genre is used

3) ldentifying rheteical and linguistic patterns in the genre [includes content,

rhetorical appeals, structure, format, sentence type, and diction]

4) Determining what these patterns tell us about the people who use it and the

scene in which it is used. (63)
In an effort to kep form and content united, genre analysis begins with identifying the
context of the genre and then examining the rhetorical and linguistic patterns. With
both of these elements revealed, students can then look at the ways in which they

interact with eals other, specifically what do the rhetorical and linguistic patterns
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reveal to us about the Awhere, when, by whol

Critique, unlike analysis, involves judgment or examining and then determining the

strengths and weakness#sa genre. Critique, according to Devitt, Reiff, and

Bawarshi, fAenables you to examine not just |
but also how they might support and/or fail to serve the needs of their users within the
sceneso (15 @tcritique i¥ isefy foravdtels @ cha ifi yweunderstand a

genreds | imitations when you write it, you I
assumptond (162 emphasis in original). Critiqgu:d
passive readings aratceptance of genres and their ideological commitmé@ntsoving
students beyond genr es 0aocsthastheympay nesisfianche way t |
even revise them.

As briefly outlined here, genre awareness with its emphasis on a critical
consciousnessgfenr e has the potential to be disrupt
interpretations of genre. ldeally, if students can analyze genres and then uncover and
critique their ideologies, then they can choose to disrupt those ideologies through some
form of resisance. While consciousness is the principal objective of the genre awareness
approach, Devitt identifies fAalternativeo te
resi stance: fNas students begin to understand
to cansidering alternative ways of serving those purposes. Considering alternatives helps
make visible both the choices possible within a genre and the ideology of expected
formso (199). She adds that afterewritique,
text that achieves different purposes or use

I n her own class, she asks students to analy
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to write an alternative syllabus, one with a different purpose ormatestablishes a

di fferent relationship between teacher and s
described by Devitt, appear to include ideologically purposeful textual variations of the
Aoriginal o text, thus cr eaense stgderds rdnaie w, 0 al t e
within the genre yet create a different textual instantiation of the genre meant to achieve

different purposes, create different power relationships, achieve the same purpose using

different textual means (among many other possés), etc.

Similar to Devitt, Brad Peters promotes student disruptiagh@e nr e, Anti genr
and Reinventingte For ms of Conceptualizati oR0 advoce
genres in which students create alternatives of the original geersudgests that once
students gain knowledge of the conventions of a genre, they can break convention to
f or m fant gegresthat eesvent a grammar that fulfills the social purpose of the
genre it resists to recstitute the voice of the write2(0 1 ) . He argues that
may appear in student writing when the student associates an assigned genre with a
particular ideology or rhetorical technique that makes her uneasy. Or it may occur when
the writer feels a need to conceptualize andw@edie what she knows about a topic in a
new wayo (201).

The use of al t egremarteisvoe atse xrtess iosrt afinacnet ii s e
Rei ff: fAstudentds cr it iddhailunderstandirgorehsve of how
rhetorical features are connectedsocial actiond enables them to more effectively
critique and resist genre by creadasng al tern
they function to define, critique, and bring about chéngan provide rich pedagogical

sites, s i t e sReiff asks studentseavithin bamn ¢lassdoncreate their own
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generic responses or a writing manual for others on how to write that genre after analysis

so that fAas students critique genres as site
and reproductiorthey also see how genres function as motivated social actions, enabling
them to enter into the production of alterna
be working with a similar understanding of a
mayinclude new texts within the same genre. However, she adds yet another level of
alternative text by introducing the idea of the writing manual, a different genre in
response to their analysis of the original genre. It is unclear, though, how the writing
manual would serve as a critique of the original genre since, generally, writing manuals
inform others how to successfully compose within the original genre, not necessarily how
to critique it. Still Reiff o0demtsed ogr ddwec twir
of texts.

Additionally, Scenes of Writingffers suggestions for how students can move
from critique of a genre to revising the genre in order to enact change; as Deuvitt, Reiff,
and Bawar shi e x p | areflectsbutican lals@ifecichamggestnh e genr e
assumptions and practices . . . genres are not just sites for communicating and acting
within scenes of writing; they are also potentially sites for changing the scenes
themsel veso (178 e mph a syvities within the chaptei andahe) . The
writing projects at the end of the chapter primarily invite students to critique genres and
then revise them with their critiques in mind. For example, Writing Assignment 4.3 asks
students to:

Find a genre that you arenfidiar with and that usually is no longer than one page

... After analyzing how this genre operates, write your own version of the genre
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so that you change its conventions (as students rewrote the IEP or the teachers

rewrote the grade report). Wrigecover letter to your teacher explaining what
conventions you changed and how you think those changes have altered the
genreds situation (subject, participants,
Here students are invited to rewrite theirown veisionof t he text to chang:
conventions, certainly a move towards disrupting the genre through textual production.
And the cover letter does ask students to consider the ways in which their changes have
disrupted (altered) the original situatioviet the cover letter does not ask them to discuss
the ideological implications of their changes nor does the cover letter invite critique itself.
Within the genre awareness approach, then, creating alternative texts that revise
Aori gi nal 0 htedragtBe piingary meams oy whigh writers can disrupt genres
and their ideologies.
While some attention is given to disruptive textual productions, the focus of the
genre awareness approach is primarily on the interpretation or analysis of the genre, it
rhetorical purposes, and its ideologies and not on the production of a (different) genre in
response to the critical interpretation and
suggests the primacy of interpwatehesen. asAfd
critical consciousness of both rhetorical purposes and ideological effects of generic
formso (192) emphasizes interpretation over
interpreted as a | imitati on arlevdledagainsappr oach
a genre approach to literacy teaching is that it focuses on analysis and critique of genres,

stopping short of having writers use genres
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Certainly creating alternative texts that revise the geradirst step in extending

the disruptive interpretation process into a disruptive textual production to enact change.
Yet composing alternative texts seems to be limiting the disruptive potential of the genre
awareness approach by remaining focused ogeheric level. | am also skeptical about
the efficacy of genre critique alone to caus
Genre Effect: Exploring the Unf abasedclassr , 0 st u
were successful with analysis (undenstiag the ways in which genres function within a
context) but struggled with critique (determining the strengths and weaknesses of the
genre), especially when critiquing familiar genre (genres they encounter and use on a
regular basis). Many students steid that their chosen genres worked as they were and
needed no further alterations or revisioAslditionally, Devitt suggests thdito n c e
[students] are full participants in the genre, resistance becomes more difficult (some say
futile) and choicesbecoen | ess vi si bl e Wrisng18@). \Bhary i nvi si bl «
students analyze and critique familiar genres, their ability to resist their ideological forces
and imagine different rhetorical choices within genres is difficult. Based on these
findings, genre Gtique, especially of familiar genres, appears to be difficult for many,
thus calling into question the capacity of users to disrupt conventional generic uptakes
with genre critique alone. Teachers may need to do more than genre critique to disrupt
conventional uptakes of genres.
My goal here is to expand upon the genre awareness approach so that textual
production in addition to interpretation becomes a more central focus. To do so, | believe
that we might need to do more than critique gearekcreate alternative texts of the

original in order to cause disruption. We may also need to direct more attention to



87
di srupting studentso6 uptakes at multiple | ev

and throughout the interpretation and producprocesseso that critique and
subsequent actions may be more fruitful, possible, and vidibldticultural pedagogy
may be an ideal place to turn to begin addressing these concerns as it has imagined
several ways in which students can disrupt tikeutd production process through

studemtgenerated alternative uptakes.

Language Differences and Multicultural Pedagogy

With the goal of Aencourage[ing] <citizens
racial, ethnic, class, gender, religious,ageyd physi cal di fferences ir
mul ticulturalism Arespects, incorporates, an
our populationd (Severino, Guerra, and Butl e
encourage us to resee languagd language differences and prompt marginalized
student voices to join academic conversations through alternative uptakes and textual
productions. Multicultural pedagogy, in particular, attempts to validate and support
multicultural and multilingual stlent voices within the composition classroom by
advocating that students produce writing that disrupts and, thus, changes academic
standards (comparable to what the feminists sought to achieve ttacnitgine femining
By doing so, multiculturalism anghulticultural pedagogy work to extend disruption
beyond interpretation into textual production and, ultimately, into ideological change.

One of the ways multicultural pedagogies further disruptive productions is
through disrupting the very languagesdgo produce texts. In the 2006 special issue of
CollegeEnglisld edi cat ecdanhgQuageossel ations in composi

Bruce Horner, John Trimbur, A. Suresh Canagarajah;4ian Lu, Gail E. Hawisher,
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Cynthia Selfe, Paul Kei Matsuda,andA s Bawar shi, taken together

need to learn to work within and among and across a variety of Englishes and languages,
not simply to (re)produce and write within the conventions of a particular, standardized
vari ety of I&othelworsshshudehts riudt)develop a certain level of
rhetorical flexibility rather than remain stagnant within rhetorical rigidity. Anis
Bawarshi, in his response essay ATaking Up L
the 20068College Englishlinksthis concern of multicultural scholarship to rhetorical
genre theory via uptake. Bawarshi finds promise in this collection of essays on cross
cul tur al | anguage differences not only becau
responsible and responsive usamg teachers of English and outline some ways we can
make use of and be more hospitable to language differences and peripheralized
di scourses in compositiono but also because
in uptakes and the possibilitiesatlsuch interventions offer for more responsive and
responsi ble uses of Englisho (656).
To intervene in uptakes, multicultural scholars, including some of those in this
special issue, have posited pedagogical approaches that seek to challenge or disrupt
studentsod6 uptakes (interpretations and resul
texts. The impetus for these pedagogical approaches, of course, comes from many
sources; however, Horner, in his introduction to the special issue, identifies tigesha
in (or the changes in our perceptions of ) the language backgrounds of our students and
the increased permeability separating Anatiyv
root causes (57@1). Composition teachers are faced with an increasitigéyse, both

culturally and linguistically, body of students, some who do not have English as their first
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language, others who are raised within the United States but do not have English as their

first language, and others who are raised within the UStates but are bor
multilingual. Multicultural scholars, in particular, are interested in preparing these
multilingual and multiliterate students for hybridized language choices, often by
disrupting conventional academic uptakes through encouragihgagitalizing on
studemtgenerated alternative uptakes.
For example, Carangarajah proposes a writing pedagogy of shuttling between
| anguages in which multilingual writers are
resour ceso ( A E sosiagyntorddr to disruptrstandardizedmiptakes of
academic conventionss o0 t hat [ students] can modi fy, res

rules in a way f aDoingsohlloves studentstorergayéin ( 6 0 2 ) .

rhetorical negotiation, the abijyitoi engage critically in the act
conventions to suit their interest, values,
thattheymusii st op treating any textual difference

i ¢ 0 n & asa stnategic and creative choice by the author to obtain her or her rhetorical
obj ect i Verbedwritingp@dhgogy of shuttling between languages, then,
encourages students and teachers to view stu

ahindrance, and to use those resources to create alternative rhetorical moves that not only

Scar angarajahés writioegMpghdlagdg yc alf | st afpiodchtmg!| teichul t u

styleini Pr of essing Multiculturalismd where she fiask|[s] s
options, including those excluded by tofessingonventions
Mul ticulturalismd for more detail.

19 bavid Bartholomae, Min Zhan Lu, addseph Williams, among others, have als@éuvteachers to
viewstudener r or as something more than AError. o
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disrupt conventional academic standards but also disrupt dominant beliefs about

conventional and alternative rhetorical moves.

Juan C. Guerra proposes a simgadagogical approach in which he attempts to
help students develop fiintercultural || iterac
move back and forth among as well as in and out of the discourse communities they
belong to or wilrle bsedemigf itmal I(y2,58RAe wrMot es,
literacy approach not only encourages students to accept commonalities and differences
[between their discourse communities] but also gives students an opportunity to engage
them and integrate them intothein ves o (258) . Unl i ke Carangar
to experiment specifically with language choices and error, Guerra asks students to merge
academic and personal writing and genres. By allowing students to merge academic and
personal writing, studentsan disrupt conventional academic genres by creating an
alternative Acomplex blend of the conflictin
el sewhereo (258). Guerra invites students t
this complex blend of genres ates, although he cautions that this disruption was
difficult for many students who preferred to keep the personal and academic separate.

In yet another instantiation of a similar approach to disruptive production, Kate

Manglesdorf encourages teachersrderstand classrooms as borderlands and students
as bordercrossers. Working with Chicano and Chicana students who live in at least two
cultures at once (American and Mexican cultures), Manglesdorf finds value in the
Acul tur al conflscéespehaénbeodandssudgeaests th
these conflicts to create borderlands in which their students can use language(s) to create

new and empowered identitieso (299). For ex
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letters or poems that incorpoedtnonEnglish words for specific rhetorical purposes and

epistolary stories in which they depicted recent immigrants writing to their families in
their native land (303). Alternative texts, such as these, often combine dominant and
marginalized discourseand, as Manglesdorf writes, this allows those discourses to be
A mu t u ddrmeg as stedents and teachers work together to generate and communicate
knowl edgeo (299) . Here alternative texts ar
discourses butealo mar gi nali zed discourses in order t
discourses and, thus, create empowered identities for students.

Understood through the lens of uptake, these three scholars seek to disrupt
conventional uptakes and academic disseuhrough rhetorical flexibility in which
students move in and out and in between different cultures, languages, discourses, etc. as
well as merge or combine them. Other scholars more explicitly address the colonization
power and tendency of academisatiurse and seek to empower students to resist and
disrupt that colonization through studeyenerated alternative uptakeésNoting the
tendency of Western languages to intimidate and appropriatéviestern people and
languages, Esha Niyogi De and Dotthéa hus Gr egory offer pedagogi
resist colonizing students and that aim to let a multiplicity of student rationalities enter
into dialogue with argumentative discourseo
traditional, academic avgnentation dismisses and denies alternative logics; to avoid this
AWestern intellectual hegemony, 0O they encour

cultures peci fic | ogi cs into the classroom, fAmak

translation betweenacadni ¢ and ot her modes of reasoningo

" Multicultural scholars do not conceptualize their pedge®through the lens of uptake. Similar to
Bawar shi in ATaking Up Language Differences in Compos
terms of uptake.
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propose a three stage process in which students locate the connections that they find

between seemingly diverse texts, articulate their own local, ctdpeeific logics, and

then producetexts hat empl oy their own | ogics as well
Gregoryods classrooms, alternative | ogics are
conventional logics do not exclude or preclude alternative logics.

Henry Evandbéspiopetuoeaehteves similar end
resist and disrupt conventional academic discourse. The culturecentric project, as Evans
outlines it, is Athe development of a unit o
discipline fromthe perspget i ve of particular students of v.
any culture, including European American, can be the object of this project, Evans
explores how one project, the Afrocentric multicultural writing project, allowed African
American studentséh opportunity to explore Athe <c¢cl ass

a systematic understanding of their cultur
that privileges European culture (274). In other words, the Afrocentric multicultural
writhngpr oj ect i nvites students to explore the
culture and language(s), and, thus, exposes students to alternative styles, logics, and
modes of argumentation. By disrupting conventional styles, logics, and modes of
argumentation within the composition classroom that are often Eurocentric, the
multicultural writing project not only is an alternative text itself but also encourages and
elevates the value of alternative styles, logics, and modes of argumentation &i, gener
especially in relation to conventional Eurocentric ones.

Kermit E. Campbell also explores how African American students, in particular,

can disrupt academic discourse by including their own vernacular forms of discourse,
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such as signifyin(g), imte i r academi c prose. Campbell sug

verbal art of insult in which a speaker humorously puts down, talk about, réee¢légss

signifieso®t he | i stener o (Smitherman) Aaffirms Af
writngbysgnal ing a voice that in a way resists t
For exampl e, Campbell examines an excerpt fr
discusses learning about sex as an adolesaent| i ne from it reads fsee

type of mother who would tell me things straight up she did not play that birds and bees

shit. o In reference to this |Iine, Campbel]l
6Shit, 6 | believe, accentuated Garyods sig
expression lainkde 6ddsitdr anioghtpluapyd t hat , 6 t hi s
discusses sexual matters straightforwardly with her children against parents
(presumably white mainstream) who relate such matters euphemistically, as
suggested by Ot he baigradisn awed stehee tbheee swir i.t e.
construction of self (of cultural identity) resisting construction or definition by a
dominant mainstream. (75)

By including alternative discourses, like signifyin(g), within academic discourse, African

American students nondy gain and affirm their voices, their presence, in their writing

and the academy but also resist (or disrupt) the dominant, conventional discourse of the

academy.
Again through the lens of uptake, other multicultural scholars have also worked to

identify and explore the kinds of alternative uptakes, such as signifyin(g), in which

people engage and introduce them into the classragste and Mano, for example, use

storytelling within the compositiod classroo
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cul tur al knowl edge students bring with them

Mano explain, are a particularly effective a
all groups, cut across cultural boundaries, yet since types of storis®aytdlling
patterns can vary radically, they also clear
begin by telling their own stories and having students tell their stories so that they can
explore how all rhetorical practices, including storytelliage culturally constructetf.
Similarly, Michelle Grijavla identifies silence as an alternative discourse when working
with Native American students. Instead of devaluing the silence of the students, she
encouragedit he cl ass t o anreffeetiveshetaricadltoosthat geves shapea s
to sound and meanifignot to confuse it with inarticulate or illiterate or with inchoate
pl ace of nonbeing, a void that | ends itself
wrote essays, stories, and podhret engaged in alternative discourses, such as collective
voices of the family and tribe, in order to understand their own struggles with their
cultural identity and histories.

To summarize thus far in terms of uptake, multicultural scholars hagesteg
many ways in which teachers and students, together and independently, can cause
disruption of conventional uptakes and academic discourse through the use of alternative
uptakes. Common alternative uptakes includee consci ous mogvoeement (o
back and forth as well as in an out of various languages, literacies, and communities and
theuseofnoWWest ern and/ or alternative rhetorical

storytelling, and of nommcademic genres, such as autoethnograplniggictional pieces,

”See also Scott Lyonds work on rhet ognty:®Vhatdosover ei gnt 'y
American I ndians Want from Writing, 06 i npeopladioch he ar gt
determine their own communicative needs and desires in this pursuit, to decide for themselves to goals,

modes, styles, and languagegofi b | i ¢ d i sb0 emphasisandorigindl)4 9
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within the university setting. Taken together, these stugemérated alternative uptakes

challenge and disrupt conventional, academic uptakes within the classroom, thus
allowing multicultural and multiliterate students to createps for themselves within
the academy. Alternative uptakes, here, not only disrupt conventional uptakes but also
seek to further disrupt the dominant, academic ideologies that those uptakes privilege and
embody. In other words, alternative uptakes até bonstitutive and generative in that
they constitute disruption yet they also generate disruption. Moreover, alternative
uptakes constitute and generate disruption through both the interpretation and the
production of texts, which is why these pedagseghat seek to use alternative uptakes
provide insight into how disruption can be encouraged and used productively.
Looking to multilingual and multiliterate students, as multicultural scholars have
done, allows valuable insight into how the mtmntions within uptakes that Bawarshi
suggests can occur, particularly how students can disrupt conventional, academic uptakes
through their own alternative uptakes that are materialized within the production or
writing of certain kinds of texts. InteraBons, especially critical interventions that seek
to challenge or disrupt dominant ideologies, may be more easily realized or created by
mul tilingual and multiliterate students beca
writers] are endowed withthaty st er i ous o6édoubl e visiond that
understand the possibilities and constraints of competing traditions of writing, and carve
out a space for themselves within conflictin
overtly different and, airmes, conflicting discursive resources at their disposal,
multilingual students are, perhaps, more able to understand and see possibilities and

constraints than monolingual students.
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As suggested above ufticultural scholareften focus on and examimhew

students who arevertly mutilingual and multiliterate can engage alternative uptakes to
produce texts that disrupt conventional opetsencourage teachers to see all students as
multi-lingual, literate, and cultural to some ext€htdowever, manytsidents within
academicsettings in which many assume a collective (white, midtiles, English

speaking) experience are not overtly diverse nor doiteify or see themselves as

mul tilingual or multiliterateldi klen efvaeacty,onman
in the classroom as they do not want to be seen as different. Moreover, students do not
come to composition classrooms as blank slates; they have engaged in at least twelve
years of education prior to entering the university, antiwihese settings, they have

been habitualized, for the most part, into conventional uptakes and have been rewarded
for doing so. They have also engaged in many activities outside of the university where,
once again, conventional uptakes are often researdven overtly multilingual or
multiliterate students may resist engaging in alternative uptakes because they know, just

as much as seemingly monoliterate students, that conventional, academic uptakes often

3 Many scholar$iaveprovided important reminders thait students, even those who appear similar or

who identify as monolingual, participate within various cultures, communities, and languagésceles
Rodriguez Milanes, writeSever yone is multiculturalodo (190). For ex
important reminder that socioeconomic class, in addition to overt differences such as race, gender,

ethnicity, and language, operates within the ctamsr, so we must be aware that students may bring with

them to the classroom clasgluenced rhetorical performances that are in stark contrast to the traditional

white, middle class rhetorical performances of the academy. Matsuda, too, reminds comaodgitio

rhetoric scholars and teachers that many students do
native speakers of a privileged varietyodothdtacEngl i sho (
and widespread acceptance of alldents within the composition classroom as native Engiidi

speakers by defaditMatsuda argues, keeps secdadguage writers from becoming a central concern in

composition and rhetoric and within the classroom. Instead, teachers need to resistithe be t hat @At he
college composition classroom can be a monolingual space. To work effectively with the-student

population in the twentsirst century, all composition teachers need to reimagine the composition

classroom as the multilingual space that,tiswher e t he presence of | anguage di
(649).
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lead to success and alternative uptakes do [rot these reasons, among others, critical

interventions in uptakes are difficult for all students and may be especially difficult for
students who do not identify as multilingual or multiliterate.
But it is equally important that these students,ddigon to those who may
identify as multilingual or multiliterate, experience disruption within conventionalized
academic uptakes and be encouraged to explore the production of alternatives. If we
truly wish to challenge and change the exclusive natuseaxiemic discourse and
dominant ideologies through alternative uptakes, as multicultural pedagogy seeks to do,
then we need to invite not only the minority to disrupt but also the majdriMoreover,
within settings where there is a lack of overt diéfece, it is especially important for
educators to see how they can disrupt their
critical interventions within uptakes can take place and, even, thrive. Perhaps, then,
educators should seek to endow all students wit he 6édoubl e visiond tha
believes multilingual speakers often possess as well as seek to encourage them to use it.
To do so, however, multicultural pedagogies may need to be altered so that students who
do not identify as multilingual or nftilliterate, too, can learn how to disrupt various kinds
of conventional uptakes, not just academic ones, through the creation of alternative

uptakes and texts.

Towarda Pedagogy of Uptake Awareness and Disruption
Both the explicit teaching of genre amilticultural pedagogies offer much to a
pedagogy of uptake awareness and disruption. Genre awareness allows students to

become familiar with the processes of analysis and critique, moving them towards an

14 Multiculturalism pedagogy does seek to apply to all sttgjexs many scholars point awithin their
work. However, the focus of their work oftemrains on overtly multiculturadnd multilingual students
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important consciousness of genres, their formd,their ideologies as well as an

understanding of the inextricable relationship between form and context. In fact, an
awareness of genres would seem to play a vital role within uptake disruption since
generic uptake is one way in which students fornr tfesiponses to (take up) various
situations. Multicultural pedagogy allows students to become creative participants with
their writing processes and products within the classroom by better accounting for
individual and cultural uptakes. Working againsteentional, academic uptakes,
multicultural pedagogies encourage students to cause disruption within the university
setting by incorporating their own alternative uptakes that are primarily informed by their
own marginalized linguistic and cultural backgnds*

While these approaches offer possibilities for disruption, each has its own
limitations. Genre awareness, with its focus on analysis and critique, not only limits its
disruptive possibilities to primarily the interpretation of genres but dtsa bmits the
disruption to the generic uptake. And while it does allow for textual disruption through
creation of alternative texts that revise original ones, this kind of textual disruption seems
narrow in scope. Unlike the genre awareness approadhcultural pedagogies focus

on disruption through the production of alternative uptakes, but these textual acts seem

5 While scholars, such as the ones | discuss above, point out the benefits of multicultural approaches,
others have exposed some problems with such approaches. Joseph Harris, for example, is concerned with

the leveling dynamicahu | t i cul t ur al classrooms when they are trea
[students] are not so much brought into conflict with opposing view as placed in a kind of harmless
connection with a series of etkeoéngagingothdr eultuses, (119) . I r

students simply sample other cultures but without ardeioth knowledge or appreciation of cultural or

historical specificity. Certainly this is a valid concern and criticism of multicultural approaches, and

although my pedgogy does not ask studsrto sample different culturethis could also be an issue if

teachers encouragtudentdo simply samplé r o m fi a | gt tear knedsivaver, ¢ findithis criticism to

be less of a concern for the pedagogical approach th#trieobecause, if done correctljis pedagogy

emphasizes both fAawafepneseds awd dgtakepti on&Student s
simply sample from alternative uptakes but, rather, ground all their uptakes within contextualized Fhetorica

and genre analysis.
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limited to those who can identify with marginalized discourses and/or cultures.

Additionally, with the focus on marginalized discouraas cultures, multicultural
pedagogies often limit their disruption to conventional, academic uptakes rather than
other kinds of conventional uptakes.

Genre awareness and multicultural pedagogy seem a particularly complementary
pairing based upon theseengths and limitations; while genre awareness expands the
scope of multicultural pedagogy to students who may not identify with marginalized
discourses and cultures and to disrupting genres beyond the academic, multicultural
pedagogy expands the scopeehre awareness to disrupting through textual productions
and to the creation of alternative texts that do more than revise original texts. Merging
these two pedagogical approaches, then, aids in the development of a pedagogical
approach that values battterpretation and production. Amdrning to uptake further
enhances and complicates this merging in, at least, three specific ways.

First, uptake allows us to view the interpretation and the textual production stages
of writing as more united and ciomuous, making disruption a more united and
continuous process as well, instead of something that occurs during the interpretation or
production stage separately. As the process in which individuals engage between genres,
uptake more directly and moreeekly links the reading of the original text and the
production of another text in response to the original. This refocusing allows us to
consider more fully how the students, the writers, engage with and against genres through
uptakes and produce respesghrough those uptakes. Secamatake allows us to
connect disruption to specific rhetorical situations, not just general language habits (a la

mul ticultural pedagogy) . For exampl e, i

nste
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in general, as multidural pedagogies seek to do, students can focus their attention on

particular texts and situations that may encourage conventional, academic uptakes and,
from this, investigate what those conventional, academic uptakes allow in those specific
situations ad what they do not allow. Situating disruption within specific situations
makes disruptive uptakes not only more visible but also more meaningful. Third, uptake
allows us to move disruption beyond the level of genre (a la genre awareness) and into
othe acts of uptake. gking students to consider the other elements of uptake, such as
the discursive and individual, increases the opportunities and possibilities for disruption,
and by increasing the opportunities for disruption, students are provideohari¢h
possibilities within their uptakes, allowing them to decide how and when and to what
degree disruption works best for their specific rhetorical purposes and §oalsing

from genre awareness and multicultural pedagogy, a pedagogy of uptake awarahe

di sruption, then, seeks to disrupt or challe
students see the possibility for and have the opportunity to create alternatives.

While genre awareness and multicultural pedagogy provide a more theoretical
basis from which | develop a pedagogy of uptake awareness and disruption, | also look to
innovation and creativity theory to provide a more practical basis. | explicitly turn to
innovation and creativity at this point in order to explore more concretelytdow
encourage disruption and the creation of alternatives within the composition classroom. |
suggest that disruption can move beyond interpretation and into textual productions
through innovation. Writers innovate when they take up discursive conveirtion
unexpected ways to create a product or response that demonstrates novelty or newness

that is appropriate to the situation or context. From this, | consider how teachers can



101
harness the power of disruption within the classroom to critically intemvehi

studentsd6é conventional uptakes in order to e
innovative textual productions.
The notion of innovation carries with it a history and various connotations.
Within the field of composition and rhetoric, the cortogfpnnovation has not received
much attention, although | believe that it has received some attention in other guises, such
as novelty, newness, and inventiveness. Da

in Academic Writimgwi taHism tntod ef itehlid, delmgdr vi

attention paid to 06i nventadmveltyanadvritihgh qui ryd i n
standard, much | ess strategy, 1is absent fron
(287)!® Kaufer and Geislerareapr t i cul arly interested in fAaut

writers create finewnesso (the Acreation of b
di dndédt exist before an authoro) in knowl edge
academic disciplinesandgenresas t hey write, fAneither cl ass
rhetoric speakdirectly to the issue of how authors in knowledgaking communities

design to be newo (304). Whil e Kaufer and C
in knowledge within academicglici pl i nes, Sunny Hyon focuses

Ainventi veness o wi tptomationterture regpasnRP&). Mdire r et ent i o

specifically, she seeks to discover ndwriters
playfully deviate from RPTrepot conventionso (175). Hyon su
16They further clarify that Afor writing teachers, [ n

teaching vocabulary and practice. As members of a discipline, we position newness at the center of our

own authorial phns, yet find ourselves reluctant to bring our standard to the classroom. We direct students

to write an 6éoriginal d essay, but by déoriginal 6 we ty
rather than newo (305).
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inventiveness occurs in RPT reports when conventions are broken or manipulated within

certain fiplayfulo ways.

Both Kaufer and Geisler and Hyon provide some insight into how innovation has
been or may & understood within the field of composition and rhetoric, although both
are limiting to some extent. Kaufer and Geisler primarily conceptualize novelty as a
writerds creation of abstract knowl edge

This dstinction becomes most clear in their discussion of why teachers lack confidence

in teaching newness to student writers as

background knowledge to be new in an academic subject. Still, as a practical onatter
must wonder how students ever grasp what it means to be an insider when their practice
remains on the outsideo (306). Il n ot her
background knowledge to contribute entirely new knowledge to an academic sultject, b
as they note, students must begin somewhere. Hyon primarily conceptualizes
inventiveness as rhetorical and linguistic strategies, including hyperbole, humor and
irony, and infor mal | anguage, that invol
While these are certainly viable ways to view novelty and inventiveness, surely writers
can demonstrate nove@iyand hence disruptiédnin other ways than the creation of new
knowledge and can demonstrates inventiveness in other ways than playfulness with

conventioms. For example, a writer could demonstrate novelty with the introduction of a

Ainewo generic form or demonstrate invent.

means of disruption.

n her study, Hyon fids this inventiveness in the forms of hyperbole, humor and irony, and informal

t hat

t h

wor

vV e S

v en

| anguage and notes that Awriters6é individual styles,

and securityingenstbendi ngo appear t odlewlfofinvemtiveness (l¥)e pr esence

an
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Mel anie Killds use of i nnoenstoicamhine whi | e n

these notions of novelty and inventiveness and provides room for a more comprehensive
understanding of innovation that more clearly connects to desirable and productive
disruption. Kill, like Hyon, employs the term innovation in contrastdnvention,
noting that uptakes exist along a continuum between convention and innovation. And
also similar to Hyon, Kill identifies particular rhetorical mo&edeception, linguistic
passing, and literary experimentaiioa s fApoi nts of opatbhngult ae upt
continuum (8). Killdés definition of innovat
than Hyondés use of inventiveness as she unde
i nnovate and make use of di saediwhat efoheentd
suchinnovative uptakes ave on t he maintenance and revi si
Here Kill appears to be aligning innovation with unconventional uses (or unexpected
uses) of conventions within particular genres and discoursestiationally seek to
maintain or alter social structures. In this way, for Kill, innovation occurs at both a
textual level (similar to Hyon) and an ideological level (similar to Kaufer and Geisler).
Il n other words, a wr i toeswihs apanic@largenecteads use of
to ideological implications and consequences. This, of course, makes sense given that
Kill approaches innovation from a rhetorical genre theory perspective in which genres are
understood as enmeshed with rhetoricaiagions and, thus, contain ideological import.
As such, any alteration or unexpected use of convention within a genre contains
ideological implications, and as such, can disrupt conventional ideologies and uptakes.

Kill 6s use of Cfitsthereedsadf myocarrert @ajettas I,oo,y

seek to explore how conventional uptakes can be disrupted so that writers have the
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opportunity to use convention in unexpected ways. Where | differ from Kill, as noted

within the previous chapter, is thasdek to move beyond observing existing and
pur poseful i nnovation within professional wr
charged situations to encouraging writers to innovate within their texts in everyday and
less obviously charged situations. d@ so, | have built wupon Kill
turning to creativity theorypsychwlpggci fically T
approach to creativit}# While creativity and innovation are not necessarily synonymous
terms, certain areas of creatywgcholarship suggest enough similarities between them
that, | believe, creativity theory can provide insighbimtnovation and, thus, provides
ways in which disruption and the creation of alternatives can be encouraged within the
classroom.

While mary researchers have attempted to create objective criteria for assessing
creativity, the concept, as many scholars note, is especially difficult to define and assess
because it is not a scientific con@cept but r
idea that changes from one country to anothe
36) . And, as such, fAcriteria for creativity
(Amabil e 34). I n other words, theehistoticali s cons.i
and social contexts in which it occurs. What is considered creative within one historical
context or culture may not necessarily be considered creative in another. Despite this

i mportant caveat, most r ecugdeanowltyandsd def i ni ti

18 Creativity theory is an expansive and complex body of scholarship, and I, admittedly, do not possess the
expertise to adequately consider creativity theory in its complexity. Moreover, reviewing and incorporating
theentirety of creativity theory is beyond the scope of this project. Other scholars mekergeli and
immersed within creativity theory could seek to expand on the preliminary connections that | establish here
within future projects, as creativity thegiybelieve, has much to offer to uptake studies as well as the field

of composition and rhetoric as a whole.
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appropriateness: in that a product, idea, or response is considered creative if it is new or

originalandif it is determined to be socially valuable and appropriate for its context
(Amabile, Sawyer, Starkdf. Such contextualized deftions of creativity fit
comfortably with efforts to encourage studen
appropriate ends.
Creativity theories, like theories of discourse production, fall into individualistic
and contextualist approaches. Keghwyer divides the approaches to creativity into two
camps: (1) the individualistic approaches (primarily from the field of psychology) that
examine the creative potential of individuals and view creativity as an individual trait and
(2) the contextualistpproaches (from the fields of anthropology, sociology, and history)
that examine how societies, cultures, and historical periods allow for and affect creativity

and view creativity as the result of contextual fact8rsvhile valuable research certainly

continues within all of these areas, Sawyer
creativity is the sociocultural study of <cre
psychology to incorporate sociology, anthrop

socialpsychol ogy approach to creativity that fa
environmental conditions that can positively or negatively influence the creativity of

most individualso while still acknowl edging
to fall under Sawyerod6s modern science of <cre

purposes. Since | seek to discover ways in which writers can be disrupted within writing

19 As Amabile explainsfi Co n c e p tduaad nlost of thevfield still endorse the spirit of Morris
Steinds (1953) de fatpnocessiwbich results incarn@vel warkwhattisyaccepsed ast h
tenable or useful or satisfying by a group atsomepd i n -38). med6 o (37

20 Sawyer detailpersonality psychology, cognitive psycholotfye biological approachand the
computational appro&cas specific individualistic approaches.
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situations and encouraged to produce alternatives, an approach to innthatdtion

primarily concentrates on exploring and defining circumstances conducive to creativity
(i.e creative situations) rather than on the capacity of creative persons is especially apt
(5)_21

| explore Amabil eds two co/sipcétheylanet ary def
pedagogical implications. She offers bathonceptual (theoretical model) and
consensual (operational maypdefinition of creativity. Her conceptual definition of
creativity follows the most common and accepted definitions, notingltyoand
appropriateness, but she adds another component; sheiv@es,pr oduct or respo
be judged as creative to the extent that (a) it is both a novel and appropriate, useful,
correct or valuable response to the task at hand, and (b) the haskigtic rather than
algorithmico (35). For Amabile, a task is a
clear and straightforwardo while a heuristic
readily identifiabl e pdaoniponenbshiisattentibniaway o ( 35) .
from the created product and onto the task that produces it, and this makes sense,
especially i f thought of in terms of uptake.
path because the uptdké@nbamabeeerdbeandblt bhe
individual produces a conventional response or product. A task to which the uptake is

not yet conventionalized or is not yet known invites the individual to create his or her

21| do not spend much time with individualistic approaches here for several reasons. First, as Amabile and

Sawyer note, most creativity research has focused on the individual. To review all of that litereguse

beyond the scope of this project. Second, my focus in this project is less on examining how creative or

innovative individuals are but more on creating an environment in which innovation is possible and

encouraged. For this reason, the contektat appr oaches, especially Amabil ebd
creativity, are most appropriate for my purposes; however, | fully recognize that they, alone, do not provide

the whole story behind creativity, much like generic and discursive uptake aloneptovidé the whole

story behind uptake.
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own uptaké while, of course, still drawing on primus knowledge and experierdc¢hat

may be more likely to produce a novel response or product in response to the particular
situation. The implication here is the importance of allowing individuals freedom within
tasks in terms of the ways in which theyoke to take it up. In terms of the composition
classroom, this may mean providing students
topico in response to a writing assignment b
response to a writing assignment iecof the goals of the classroom is to encourage
innovation.
Amabil eds second consensual or operationa
creativity can be subjectively asses$edhis definition, she argues, is most useful for
empirical research bease it is based on creative products rather than the creative
process or person and, as such, is grounded in the examination of products (33). While
this definition has factored most predominantly in the creation of my research project, it
also highlighs the role that uptake may play in creativity and innovation. Working from
her 1982 operational definition, she suggests that:
A product or response is creative to the extent that appropriate observers
independentlyagree it is creative. Appropite observers are those familiar with
the domain in which the product was created or the response articulated. Thus,

creativity can be regarded as the quality of products or responses judged to be

22 Not surprisingly, Amabile argues that an objective assessment of the creativity of a product is not

possible since what is deemed creative is contextuall
ati t ude statements as more or | ess favorable . . . or
attractivedo . . . is a subjective judgment, so too i ¢

characteristics of attitude statements erspn or products that observers look to in rating them on scales of
favorability or physical attractiveness or creativity. But, in the final analysis, the choice of those particular
characteristics is a subjective oneodo (34).
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creative by appropriate observers, and it can alsedmded as the process by

which something so judged is produced. (33)
This definition foregrounds the assumption t
ultimately be the hallmark of creativity, and that is it not possible a priori to specify
whichobj ecti ve features of new products will b
terms of uptake, one must look to the produced text in order to determine its degree of
creativity and, not necessarily, the actions or intentions of the individual (Eorisisth
Kill 6s and Emmonsds observations that wuptake
importantly, this definition suggests that one cannot specify prior to uptake what the
individualmustdod either during the process of uptake or within the final prailuo
generate a creative product. This suggests that the process of uptake plays a critical role
in the production of creative textst was what happens during the process of uptake,
how the kinds of uptake (generic, discursive, and individual) intehattallows an
individual to innovate and produce a creative text.

As noted above, creativity researchers and theorists often appear to employ
creativity and innovation as similar terms (at times even using the terms
interchangeably), even thoughcreatit y i s used more often; in f
book isExplaining Creativity: The Science of Human Innovati®awyer provide some
explanation regarding the distinction, notin
of a new idea, and the ptementation, dissemination, and adoption of that idea by an
organi zationo (287). I n order for a product
simply the creation of something new; it must also be widely dispersed and adopted by a

collective group.Within creativity scholarship, creativity often refers more to individuals
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and individual products whereas innovation often refers more to organizations and wide

scale change. This, in part, explains why the term innovation is most often used within
scholarship regarding technology, business (especially marketing and organizational
structures), and educational curricul&@mThe primary difference between creativity and
innovation appears to be in the dissemination of the prédaicreative product is
adqted for use by an individual(s) while an innovative product is adopted for use by a
collective group. This suggests, though, that the difference between the terms is not
about the product but rather its use. The definitions and characteristics ofityréai |
explore above, then, appear to equally apply to innovation.
Even though creativity theory creates a distinction between creativity and
innovation, in this project, | still opt to use innovation and innovative to describe the
kinds of uptakeshat disrupt conventional uptakes. | do so for three primary reasons.
First, | am following the scholarship already established within the composition and
rhetoric field. While Kaufer and Geisler and Hyon do not use innovation, their uses of
noveltyad newness cl osely parallel Kill s use of
more comprehensive term and | explicitly see
terminology. Second, definitions and understandings of innovation, outside of creativity

theory, more directly address what | seek to capture. In the Oxford English Dictionary,

creativity is defined as fAcreative power or
defined as Athe action of i nntercaionofwlpt t he i n
is established by the introduction of new el

% sawyer uses examples fincthe technological field (citing the development of Windows GUI) and

business (citing the marketing of fashion) (288). | also located many articles and texts regarding
educational curriculum that ussaecuricdrchangeahd ii nnovati onc
development (semnovation in English Language Teachifog example).
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nature or fashion of anything, o and as fito c

to review; to make changenByintaiestsndisngtngi ng est a
festabli shedd or conventional wuptakes to fal
closely capture what | am after. And third,
cultural baggage, baggage that does not accurapiysent what | seek to discover. As
Sawyer explains fAthe science of creativity o
those myths often limit what is considered creativity to unique individuals and to only
certain kinds of artistic works (18j. While no term is neutral (and innovation certainly

carries with it its own connotations), th

(¢]
c

suggest cultural ideals and knowledge that are counterproductive to the purposes of my
project where | seek to phore the everyday creative acts of individuals.

The definition and understanding of innovation, then, that | work with in this
project does not include wiekcale adoption by organizations as a criteria; instead, it
combines Kill 6sd uAma lif | -psyckology @aefinitianinf a n
creativity. Writers innovate when they take up discursive conventions in unexpected
ways to create a product or response that demonstrates novelty or newness that is
appropriate to the situation or context. gHefinition creates a subtle distinction
between innovation and innovative uptakes. Whereas innovative uptakes are
performances that seek to disrupt conventional uptakes (generic and discursive),
innovations are the textual traces of those innovativakegtthat can be observed within

the product or response. To discover how innovative uptakes and innovation can occur

“Sawyer seeks to debunk several creativity myths incl
Achildren are more creatitwe tthhrean nandeul tssp,id iftc roefattihwei tiy
is a form of therapeuticsetfi scovery, 06 Acreativity is spontaneous in

unrecognized in their own time and a

re ceatiityisdi scover e
the same thing as originality, é&7and ff

ine art i S mor €
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within the composition classroom, the theoretical and pedagogical considerations that |

outline within this chapter must be further triamsd into classroom practices and then
studied. In the following chapters | do just this, outlining the research study that |

undertook within the composition classroom and then analyzing the results from this

study.
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CHAPTER3
Researh Methods

The first two chapters of this dissertation outline the theoretical concepts of
uptake and disruption through which | concep
convention and innovation. Uptake, as Anis Bawarshi, Melanie Kill, and Kignberl
Emmons have used it, shifts scholarsd and ed
to the individuals who create the genres and texts. By doing so, these scholars have
provided another avenue by which issues of rhetorical agency and individoal act
within and through genres and texts can be understood, examined, and studied. Bawarshi
calls for critical interventions within uptakes so that individuals can evaluate and question
the value and impact of normalized and conventional uptakes, espéuisk that seek
to diminish or exclude Adifference. o Ki | | €
possibility in which individuals can consciously and deliberately choose their own
processes of selection and design that seek to reinforce or changstsaciates. And
Emmons examines the ways in which individuals identify and negotiate the ideological
traverses of generic and discursive uptakes to understand their own identities and subject
positions. To their observations | add my own addition takethat considers the ways
in which an individual s previous experience
uptake) interact with the overall uptake process (including generic and discursive uptake).
Taken as a whole, all of these observat@amd theorizations suggest that individuals
engage in a muliayered performance during uptake, including their performances of

convention or innovation within their texts.
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Disruption, used productively as it has been in feminist theory, multrell

studies, cultural studies, critical theory, and rhetorical genre theory, seeks to use analysis
and critique to unearth and uproot conventionalized and normalized ideologies, especially
those that seek to exclude or marginalize others. Rhetorica tierory, for example,
examines the ways in which individual sé anal
hidden or underlying ideologies that may work for or against their objectives and aims.
While analysis and critique are central to disruption,@m, it extending that analysis
and critique into other kinds of action. And one of the primary ways in which other kinds
of action can be achieved is through individuals designing and constructing written texts
or textual productions. Multicultural sclaos, such as Suref§larangarajah, Juan C.
Guerra, Kate Manglesdorf, Esha Niyogi De, Donna Uthus Gregemnmit E. Campbell,
and Henry Evans, have sought to do just that in the context of the composition
classroom to invite students to disrupt conventionatademic uptakes through the
construction of innovative texts that employ alternative uptakes. The goal of such
disruptions, for multicultural scholars, is for students to challenge and change
conventional academic ideologies in an attempt to creat@a imclusive academic
environment in which rhetorical and linguistic difference is not only accepted but
embraced. Drawing from these disruptive theories and pedagogies, | suggested in
Chapter 2 that disruption provides a means by which scholars arat@duzan
encourage students to identify convention and to innovate within their writing and texts
in an attempt to challenge and change social structures and institutions.

Pairing uptake and disruption, then, allows me to explore both why individuals

employ convention or innovation within their texts and why and how to encourage
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individuals to break with convention and innovate within their texts. And, perhaps most

importantly for me, these two theoretical perspectives, together, allow me to examine
how the two issués why individuals employ convention or innovation within their texts
and how to encourage individuals to break with convention and innovate within their
textsd interact with and influence each other.

To pursue these issues, | conduaacempirical investigation that focused on the
uptakes, texts, and experiences of students who were encouraged to innovate in a writing
class. | formulated the following research questions to guide my study:

1) When given an assignment that invites crltinaovative uptakes but also

allows for other uptakes, to what extent do students innovate or use

convention within their writing?

2) How do students demonstrate innovation or convention in their writing when
an assignment enables them to do either?

3) What o students report about why they pursue innovation or convention
when an assignment enables them to do either?

| designed a qualitative research study that employed multiple methods from
various traditions (si mil acallforanetedogicalKi r sc h a
pluralism) as the most appropriate approach to answer these research questions and to
capture moments of and motivations behind uptake. | employ aspects of the ethnographic
tradition (as outl i ned bdEthiograpkyt)byy Moss i n AC
performing classroom observations in order to situate my study within the classroom

context, but this study is not an ethnograplBfassroom observations aided in my

! Ethnography, as a research method, has a long and complex history (and present) with roots in
anthropology, thus the understanding of ethnography | prdvede is not unproblematic but one found
within the field of composition and rhetoric. Th
what Geertz refers to as 0t hi c kld4)dTehatthickidgstriptosio of t
based on how the members make meaning and explain and interpret social actions in their own

communities; in short, how they define culture. One can gain such data only by immersing oneself in the
community being studi ed oati¢gntobudderstand HRw dtudents definetheir usi ng ot

e ot
he ¢
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development of an assignment that invited critical innovative uptadteslowed for

other uptakes. Since what is considered innovative is contéxiasisroom

observations provided me with some of the necessary context in which | could

understand convention and innovation in this particular classroom and in whickl | coul

develop an assignment for these students that encouraged innovation. Pairing my

classroom observations with the collection and analysis of the texts that students

produced in response to this assignment provided a means by which | could examine the

extent to which students used innovation or convention within their writing. Analysis of

the studentsdé texts, in particular, allowed
innovation and convention.

There are, of course, limitations to textually trgcmoments of innovation and
convention since what these terms mean or how they are defined are culturally and
contextually influenced. The most pressing concern in such an analysis is defining what
constitutes textual evidence of either for two main reasd-irst, convention and
innovation exist on a continuwinthat is, rather than being either simply conventional or
innovative, texts often incorporate elements of both. Texts as a whole, then, are neither
solely conventional nor innovative but, instetadl, somewhere along the continuum
between conventional and innovative. And within texts, particular generic and discursive

moves also fall somewhere along the continuum. Second, both convention and

culture of the classroom, | use observation as a means to understand the larger context of the classroom in
an attempt to interpret and understand studentsd upt e

As Teresa M. Amahiferscggasis tfcriegeire an historic
She elaborates (and cites studies confirming her assertions, including Simonton and Csikszentmihalyi),
Afcreativity assessments must, ul thounda ltieimpossiblbte soci al | )
assess the novelty of a product without some knowledge of what else exists in a domain at a particular time.

It is impossible to assess appropriateness without some knowledge of utility or meaning in a particular

context. Andt is impossible for these assessments to be éhadéndeed for creative products themselves
tobemad@i n a cul tural, social, or historical vacuumo (3



11€
innovation are contextually bound, and, as such, wirattutes either depends on the

various contexts that are operating at once. In this study, examining texts for convention
or innovationmeant taking into consideration the larger academic context, the context of
English classrooms and classrooms in ganéhe context of this particular composition
classroom, the context of the genre, and the individual contexts that each student brings
to the writing project. The complexity of the interplay between these varying levels of
context makes identifying téxal traces as conventional or innovative a complicated task.
Moreover, what constitutes innovation or convention at one contextual level may not at
another. For example, a text may be more innovative at the academic level if it breaks
from conventionahcademic genres yet more conventional at the level of the particular
classroom if its genre is discusseetlass as a viable option or at the individual level if

the student has previously and frequently composed in the genre in the past. Taking these
two complications together makes identifying textual traces of innovation and convention
difficult and complex. Yet despite these very real complications, locating textual traces
of innovation and convention agorously and consistently as possible issagssary

task as doing so provides a basis from which innovation and convention can be further
understood and explored through contextual factors that are exposed through classroom
observations, interviews, and other forms of-sefforting.

Whilethe¢ assroom observations and studentso
certain extent how and when students employ convention and innovation within their
writing, interviews with students and the instructor and classroom writings as well as
survey informatiopr ovi de insight into the motivations

innovation and convention. The survey information provides background information
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regarding studentsd past experiences, specif

and perceptions, thatay have motivated their choices to use convention or innovation.

This survey information alodery hbedvemchdoés
perspectives on why students wuse innovation
perspectives on why theyose to use convention or innovation as well as how they

understood innovation and convention within the context of this unit and course, | asked

students to report in interviews why they pursued innovation and convention when the
assignment enabled thamdo either. Additionally, | asked students to comment on

specific textual traces that | had identified during my analysis of their texts. Doing so

served two purposes: first to provide a check on what | considered innovative or

conventional and second provide insight into what the students identified as their

motivations for choosing innovation or convention. The instructor interview also served

as a check for how | defined innovation and convention and allowed me to gain a second

Ai nsi de tiveonpvieystadentschoose to use convention or to innovate. Pairing

the survey information with the student and instructor interviews and classroom writings,
then, seeks to provide a fuller picture of t

uptakes ad textual productions within the confines of selporting.

Study Design

As stated above, the goals of my study are to access how and why writers employ
innovation and convention within their writing when given the option to do either. To
acheve these goals, | studied the students and teacher withinyefirsivriting
classroom over the course of a semester. In summer 2009, | submitted my application for

Human Subject Approval and received approval
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Human Subjects Committee to begin my study during the fall 2009 semester. This

protocol allowed me to visit, observe, and record class sessions; to administer a survey; to
collect written work; and to conduct and record interviews. After receiving apptoval,
approached one o f®asegondear PH.Cestudentarsl expdriéntegt , 0
English 101 graduate teaching assistant who was teaching yefrsivriting class during
the fall of 2009, to request her participation in my study, and she agresdnglime to
study her course and access to student work.

At the start of the fall 2009 semester, my observation of the class began on the
first day and continued throughout the semester until the last day. While acknowledging
that no observation is wHglunobtrusive or objective (see, for example, Gesa E. Kirsch
and Peter Mortensen), | was not an active participant in the classroom, so my presence
presumably had minimal impact. With the exception of two days (due to illness), |
observed every class nigg and took field notes so that | could provide the necessary
context for my study as well as capture moments of uptake occurring within the
classroom interactions. Moments of uptake, of course, occur everywhere and all the time
in the classroom; howeve, | was particularly interested i
uptakes of and responses to writing tasks, whether those tasks were daily writing
prompts, homework assignments, or writing projects. Observing these moments of
uptake from the beginning dfie¢ course allowed me to understand what might constitute
conventional uptakes within this classroom so that | could design writing tasks in unit
three that sought to disrupt them. Documenting these observations also allowed me to

pair this observationaledt a wi t h i nterview data as wel | as

A1 research participantsd names have been replaced
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understanding of the overall uptake process, as | could see their initial responses to

writing tasks, their textual responses, and their reflections on their uptakes.

Onthe second dagf class, Lily allowed me to introduce myself and my study to
the students. | provided them with the informed consent sheets and stressed to the
students that the only outsidé-class work they would be asked to perform would be a
onehour interview tovard the end of the semester with the possibility of a foligpw
interview; all other data that | was collecting would be part of the course and course
work. Originally, fourteen of the twentyvo students enrolled within the course (64%)
agreed to partipate within the study; however, the study (and the course) experienced
some attrition (three students), as is typical within any first year clas$rddyrinal
analyses and what | report on here take into consideration ten of the fourteen students
sincethree students did not complete the course and one student who did complete the
course did not accept my invitation for an interview. These volunteers received no
compensation for participating in the study except for a candy bar at the completion of
theinterview (but they had no previous knowledge of this gesture).

In addition to classroom observations, | designed a survey to obtain demographic
information about the students as well as information about their language backgrounds,
educational backgumds, educational experiences and perceptions, writing experiences,
and educational objectives (see Appendix 1). The resulting data, while informative in and
of itself, was also meant to provide some

individual uptakes, and motivations when paired with collected written work and

* Only one student whagaeed to participate within the study and left the course directly reported to me her
reason for doing so and it was healghated. | do not know the specific reasons for why the other two
students left. They simply stopped attending classes and didpmt any additional information to me.
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interview dat a. To aid in the devehopment o

Essay on the Work of Compositiono in which st
make certm decisions while composings well as the survey administered by Anis
Bawarshi and Mary Jo Rei ff in their study r eq
and the course information sheets (two in total) that Amy Devitt and | administered during
our antecedent genre study. Lily administered the survey to all students on the fourth day of
class since we worked to incorporate it into a classroom activity for the first unit of the
course. She collected all the surveys, but only the surveys frotudeatsparticipants were
retained, and all the other surveys were destroyed.
While | observed nearly all classroom meetings and collected survey data during
the first unit, my study itself was intensely focused on the third unit for the coursieeand
resulting writing projects. Lily designed the first and second units of the course. In the
first unit, students imitated at least four genres anddlesaoritedthe differences among
those genres and their experiences writing tfese Appendix 2)For the second unit,
students analyzed the similarities and differences between a genre used within two
different communitiesind then composed a paper in which they compared and contrasted
the features of the text s atemptstodnakesensepfed fa ¢
the similarities and differences based on what they tell readers about the communities
t hat pr oduseeApgemdix 3)t The thirg anit focused on critiquing genres; and
in conjunction with Lily and her other three unitslesigned the writing project for the

third unit (see Appendix 4) and its accompanying assignment sequence (Appendix 5) in

°Lu explains that studying writersé discursive resour

expertise, |l anguage affiliation, | anguage jnheritance
englishes, and discourses among those resourceso (31)
success she and others have had, could have, and shot
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order to provide studentgith opportunities to be exposed to and engage in critical

innovative uptakes. The central task of théing project was for students to present a

critique of a genre in whatever manner they choose. While | take sole responsibility for

the design and content of the writing project and assignment sequence, | worked closely

with Lily and another Graduate dehing Assistant to develop and revise the writing

project as well as course content and activities throughout th& Sirice it was,

ul ti matel vy, Lilyds course and she was pri mar
found it central to receiveeh input and feedback throughout the unit. Additionally, Lily

remained the primary and only visible teacher throughout the course, as | acted within the
classroom context only as an observer, and | did so for the entire course, not just the third

unit. Sudents did not know that | designed the writing prompt or the activity sequence

for the third unit, and their understanding of my involvement in the class was limited to

that of an observer who was interested in studying how students demonstrate innovatio

and convention in their writing and who was collecting and studying all of their produced
materials throughout the courSeds such, | believe that my presence and involvement
within the class did not directghoytthe nt er f er e

course.

® The other G.T.A that Lily and | worked with for this unit was not part ofstoyly. After learning of my

study, she wanted to incorporate the third unit into her first year writing course as well. | also later learned
that other G.T.As were interested in teaching a unit similar to the one that we devised. This interest, |
believe, speaks to the value of this study and to the desire of writing instructors to engage students in
critical innovative uptakes as well as engage in critical innovative uptakes of their own.

" The informed consent sheet for the students outlined mpih vement in the study as fo
studying how students follow conventions and how much they vary from the usual conventions when

writing their English 101 papers. If you agree to participate, | will ask you to fill out a survey, and | will

make copes of your papers to study and take notes on and audio record some of your classroom

interactions. Additionally, | will ask five to eight students for interviews that will be focused on one of

your writing projects. These interviews will most likely acduring the second half of the semester, last

for one hour, and will be audio recorded. | may ask for a felipvinterview, lasting no more than one

hour . All audio recordings wil!/ be used by the reseec
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This is not to say, however, that my involvement within the course, particularly

my designing and building of wunit three,
one of my goals throughout the construction of unit threetarattivity sequence was to
encourage students to pursue critical innovation. Doing so, admittedly, creates some
tension within my research study as | sought both to discover how, when, and why
students pursue innovation and conventiadto encourage gtlents to innovate. |

could have sought to discover how, when, and why students pursue innovation and
convention by studying how students responded to the writing task without intentionally
designing activities that sought to encourage innovation (udyistg how students
responded to the writing task after they engaged in a more routine and conventional
activity sequence); however, | do not believe that my research results would have been as
fruitful or revealing or that | would have generated suffitiata regarding why students
pursue more innovative uptakes in addition to more conventional uptakes. | cannot be
certain that this would have been the case, but given the highly habitual and routine
nature of conventional uptakes (as explored withiakgstudies) and the highly
conventional context of the composition classroom (as explored within disruptive
pedagogies), it is doubtful that students would have pursued more innovative uptakes
without direct encouragement and approval to do so (and regradsresults certainly
support this initial assumption on my part). While my research purposes of determining
how, when, and why students pursue innovation and convention and encouraging
students to innovate are seemingly in conflict with each otheunidfit necessary to do

the latte in order to study the former. Since conformity plays a central role within the

classroom context, innovation within this context often requires encouragement. In this
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sense, | already partially knew part of the answeny research questiahghe

circumstances under which students would pursue innovation must include a teacher who
invites and encourages innovation. What this study allows me to achieve is to more fully
explore this circumstance as well as uncover antbexghe other circumstances that
surround the pursuit of innovation and convention.

| generated both the writing project and assignment sequence by taking into
consideration previous theoretical scholarship on critical interventions ikeLgtd
disruption. | specifically took into consideration the normative function of uptskat
is the ways in which uptakes become conventionalized, even automatic, within specific
contexts. In order to critically intervene within conventional uptakésmthe
classroom, one first has to identify what uptakes are normalized within the specific
classroom context. Working from this understanding, | developed writing tasks and
assignments that sought to use disruption productively in order to criirt@iyene
within conventional uptakes. | also drew from the disruption present within multicultural
pedagogies, taking into consideration ways in which | could introduce students to
different kinds of alternative uptakes as well as ways in which | codugage and
highlight students6 individual wuptakes (what

In addition to these theoretical consideratidradso sought to expand upon
pedagogical suggestions offered by uptake sch@lad creativity scholars. Drawing
from uptake scholarship, | considered Anis E
interventions in uptakes. Bawarshi suggests several options for how instructors may be
able to disrupt students conventional uptakes, imetudl) delaying and interrupting

habitual uptakes so that students can critically examine their sources, motivations, and
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uptakes; (2) designing assignments that invite students to mix genres and modalities from

different contexts and then reflect onttbeaperience; and (3) asking students to more

=1}
-

closely consider the invention process oOfr
Bawar shi 6s s é assignthents thay igwitesstudentsito mix genres and
modalitie® seems the most thoroughly exploxeithin current scholarship.While
inviting students to mix genres and modalities certainly is a useful way to disrupt
conventional uptakes, especially since many academic tasks discourage such uptakes, |
chose to focus on Bandahidshggestoisiuriagtte ex pl or ed f
construction of the third unit. | did not want to specify how students took up the writing
assignment since a primary goal of my study was to explore whether students choose
conventional or innovative uptakes when gives dpportunity to do either. It would
have been counterproductive for me to require students to respond to the assignment by
mixing genre or modalities, although this certainly was a possibility open to them within
this unit.

Drawing from the socigbsydology theory of creativity explored in the previous
chapter, | considered ways in which to create an environment in which creativity and

innovation could be encouraged and cultivated. This is possible because, as Teresa M.

8Examples include Julie Jungds multigenre texts that
Romanodégemueé tpapers which are ficomposed 0of many genr e
contained, making a point of its own, yet connectethbyne or topic and sometimes by language, images

and conxtieln,t can(dx Robert L. Davis and Mar k F. Shadl eds
which multiple genres, medi a, discigdd)ines, and cul tur
Whi | e Bawarshi6s first and third suggestions are | ess

may be seen as addressing Bawarshids first suggestior
suggests that teachers canrdetinize uptake bylpcing students in uncomfortable writing situations (in

his case, he asks students to compose either-pfest s on fApr oj ect -pperrospoons afilpda poerr a s
assignmento for a response paper promptghand then ans\y
response papers in response to his prompts) (7). My own suggestion of inviting students to explore

historical and crossultural unfamiliar genres (Bastian 2010) can also be seen as an attempt to delay

habitual uptakes.
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Amabil e arguesjviidhat éset adtenitis, domain expe
thinking skill s, thatothercehditionsdndex Whickhesroci al en
shework can significantly increase or decrease

Of course, as Amabile notasdividuals may differ in their potential for creative

performance within any given situation, lfiat | t hough i1 nnate abilities
given domain do appear to be important for high levels of creativity, formal education

seems essentialinmostéd st andi ng creative achievements (
even though individuals will differ in their creative potentiai her e i s a conti nu

the low levels of creativity observed in everyday life to historically significant advances

in scaedcBiD is possible for anyone with nor
that iIs creative to some degree in some doma
unit, | kept i n mind that while | may not be

creative potential, | could work to create an assignment, activities, and an environment

that would maximize all i ndividual sé abiliti
Many socialenvironmental factors can influence creativity and innovafieamd

| took several of those iatconsideration during the creation of this unit. As indicated in

the previous chapter, | did not want to create a writing assignment (or task) that provided

a clear or straightforward path since fichoic

creativt y and intrinsic interesto (Amabile 71).

freedom to decide what to do or how to accomplish a task affects the level of creativity

and innovation demonstrated. | also drew fr

environments that are most conducive to creativity include teachers who give

individualized attention to students outside of class, serve as models of creative activity,

s e e A mCrbativitygniCentextor the full list and detailed explanations of those factors.
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and encourage students to be indepehdento (2

how much outside of class individualized instruction was provided, | did develop
assignments that encouraged students to work independently of the instructor, and |
encouraged Lily to model innovative acts and actions throughout the unit and to
demonstate less control as a teacher than she did in previous units. Another important
component that Amabile outlines i s fiengaging
subsequent creativity (229). The notion of play and playfulness figured predominantly
into myday-to-day activity planning.
| designed the writing project and assignment sheet for unit three to both delay

and interrupt habitual uptakes so that students could critically examine their sources,

motivations, and upt aRaslto@iBatwdentssomopré s f i r st s
closely consider the invention process or fh
(Bawarshi d6s third suggestion). To del ay hab

with the traditional genre of a writing prompt and, iastepresented the project in the

genre of game rul es. My hope was that doing
conventional writing assignment uptakes to be disrupted but would also work to create a
Asafe spaceodo in which becetedgagindirecriticat st r uct or an
innovative uptakes. While one does not have to break with the traditional genre of the

writing prompt to interrupt or delay habitual uptakes (instead, a teacher could invite

students to more carefully and closely consider theiventional uptakes of a writing

prompt through a series of se#fflective questions), | believed it to be more productive

to disrupt through an alternative presentation of the writing prompt for several reasons.

First, since this was the firstunittreatt t e mpt ed t o di srupt student s
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it seemed central that they encounter a writing prompt that immediately yet implicitly

guestioned their habitual uptakes of writing prompts. In this way, their habitual uptakes
were not directly questied; rather, the writing prompt created a writing situation in
which they could explore their uptake processes without feeling as though their previous
uptake knowledge was being called into question or attacked. Second, since the
introduction of the altemative writing prompt was the first moment in which students
experienced disruption of their habitual uptakes, this also helped to set the tone for the
unit and the cl ass. I't indicated to student
and wouldrequire different kinds of responses and actions on their part as well as on the
teacherodés part. Third, as mentioned above,
students to see the teacher engaging in disruption and innovation from the firstiaay of
unit. This, too, contributed to the tone of the unit and helped to establish the class as a
safe space since students witnessed their teacher taking risks, thus implicitly suggesting
that alternative uptakes were and are acceptable within the cliassro

The presentation of the writing project in another genre also required students to
read and analyze carefully the assignment sheet in order to understand the task, and this
allowed for a class activity in which students, together, considieesittvention process.
Also, since students were to choose the genre in which they composed their critique
(rather than being provided with a genre in which to compose or possible genres in which
to compose), they could not simply perform their conveatianademic uptake of an
essay without at least considering that choice. In addition to their critique, the
assignment also asked students to compose-eeflelftion piece in which they explored

why they chose that particular genre to present theiquetas well as why they made
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particular rhetorical and linguistic choices within their text. While thisredliéction

piece was primarily intended to aid in my development of the interview questions and my
understanding of st amnddiscurssvé chaicpst ibalserequiech d gener
students to carefully consider their own invention processes as well as the uptakes that
they performed.
Like the writing project, the activity sequence for the unit was also designed to
disrupt or delay conveional uptakes and to encourage innovative and critical innovative
uptakes. To do so, | needed to take into consideration the larger context of the course and
my previous observations of classroom activities and interactions since, again, what is
consideed innovative is contextually bound. For example, Lily regularly had invited
students to respond to prompts with freewrites, so on the first day of the unit, Lily to
invited her students to respond to a prompt not with written freewrites but, instédad, wi
images. Instead of responding to the writing prompt with written words or with written
descriptions of images that came to mind, students responding with actual drawings and
no accompanying words. This interruption of their conventional written upfake
freewrite asked them to consider another mediwrawing in which their thoughts
could be composed. It also began the unit w
Apl ayfulnessodo within the classroomisto |l n anot
respond to homework assignments in written paragraphs, so, for one homework
assignment during this unit, students were asked to respond using the more visual cluster
met hod (sometimes called Aclusteringo) inste
encourage students to disrupt conventional uptakes and to engage in play throughout the

unit.
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Additionally, students were exposed to a wide variety of possible genres in which

critiques are composed. I n addtoprovden t o Lily
students with other models of innovation occurring within genres. While this certainly
would appear to be paradoxical since students are being provided with models for
innovation (and it may be to some extent), | believed that students wenaditdrom

seeing examples of innovation for two primary reasons: first, students might need to see
options for replacing conventional academic uptakes if they chose thai tellieg

students to innovate while helpful does not provide them with ideag abw to

innovate; and second, a widgnge of examples would highlight and reinforce that many
possibilities were open to students within the project and also that those alternative
possibilities were viable options for them. The collected examplesttigents were

asked to review and evaluate included posters, songs, blogs, websites, artwork (sculpture
and paintings), poems, short stories, comics, speeches, creative nonfiction, video clips
(such as youtube), newspaper articles, editorials, acadeimless and academic articles

with visual aids. Lily and | also worked to increase student interaction, peer advice, and
peer review in this unit since the first two units relied more upon stinlemactor

interaction rather than studestudent inteaction. For example, students were asked to

write one question that they still had about the writing project near its conclusion, have
two peers provide answers to their questions, and then discuss the responses. In another
instance, students helped kaxther answer questions from the heuristic in their textbook,
Scenes of Writinghat was meant to help students develop a critique of their genres.
Students placed their genre samples, genre analysis, and worksheets that included the

critigue questions n t heir desks and then freely moved
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material to provide some answers to the questions. Each question required three separate

and distinct responsésstudents could build upon what a previous student had said, but
he or shevas still to add something new, not just simply agree or disagree with previous
responses.

One week after the end of unit three, | began conducting interviews$enio
the studentparticipantgonly one student participant did not arrangergerview with
me despite my two requests). While | developsdtaof common questions regarding
unit three as a whole (see Append)x| tailored each set of interview questions based
upon the student 6s r ep wnténenderiadsgensatedyinuninf or mat |
three (inclass writing, homework assignments, and writing project three). The
interviews took place in Lilyds office (with
After completing the interviews with students, | interviewed byyadapting some of the
guestions that | asked students as well as by considering student responses to interview
guestions. This interview was intended to explore her reactions to unit three and to

studentsodé final projects.

Context

| conducted mytsidy at Great Plains University (GPU), a public Midwestern
university located in a city of approximately 82,000 located in the northeastern portion of
the state. GPU serves as the main campus within a system that includes three other
institutions. The aapus population is over 25,000 and about 4,000 of those are first
year students. 74% of the students are residents of the state, and 13% are identified as

multicultural students.
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The class that | observed is part of a Ffeaar Writing Program (FYW) hased

within the English Department. FYW coordinates the three course sequence (ENGL101,
ENGL102, and 200@evel English courses) that serves as a general education requirement
for the university. ENGL101 is a firgeear composition course that focusesaiting
within and outside of the university, ENGL 102 is a critical reading and writing course
that focuses on writing within the university and developing research skills, ardeva00
English courses encompass a broad range of genres (for exampyeopdietion,
broadly defined) and topics (for instance the use of satire, thslave® narrative, or
Holocaust literature) but all work with students to develop various methods of reading
and to write in ways appropriate to the designated genre or thfeiime course. Before
detailing the specific ENG 101 class that | observed, | will provide a brief overview of
the ENGL 101 course as a whole.
Each year, approximately 2,700 students enroll in separate sections of ENGL 101,
which are taught by roughfifty -four graduate students and lecturers. The courses are
limited to 2024 students (dependent upon enrollment) in order to provide more
individualized instruction and cl owa attent.
instructoe sdl wvawys seaspmaed at 20 student s. I n
Program Administrationbdés (-WPA) Oompomesi B8habd
goal s of ENGL 101 promote rhetorical flexibi
abilities to recognize riting situations, to identify and analyze the rhetorical components
of those situations, and to compose texts in response to their analyses and rhetorical
situations. To achieve these goals, students must compose a minimum of three formal

papers, completsome kind of final project that serves as a culmination of the goals of
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their course, and engagedlass writing. When instructors first enter into the FYW

program, they take part in a graduate level course (the Study and Teaching of Writing) in
whichthey are exposed to various theoretical approaches to the teaching of writing and
learn about different teaching practices. New teachers also all teach from a common
curriculum that is designed by the professor teaching the graduate level courseheAfter t
first year, however, each individual instructor has the opportunity to design his or her
own curriculum and to teach from one of (at least) three textbooks approved by the FYW
administration. While some instructors retain aspects from the commorutnrifrom
which they taught their first year in the program, many adopt one of the other textbooks
and create an entirely new curriculum or retain the textbook but alter the curriculum.

Lily employed a rhetoricagjienretheorybased pedagogy adrriculum in her
English 101 course that utilized the textb@ienes of WritingHer course description
provided on her syllabus read as follows:

English 101: Composition is designed torgase the range of your writing

abilities and to give you moednscious knowledge and control of the writing

choices you makéuring this course, you will gain experience in recognizing,

analyzing, and responding to different categories or types of writing, called

"genres." By studying the patterns of genres, wdldevelop a better

understanding of the purposes, audiences, subjects, and conventions of writing

tasks and texts. Moreover, learning the tools and techniques other writers use to

successfully communicate will help you make effective rhetoricacelsovhen

you write for this course or for other academic, public, or professional scenes of

writing.
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On her syllabus, she also identified three official objectives as stated by the FYW

program that students should accomplish by the end of the 10Ercours

e Develop your rhetorical flexibility within and beyond academic writing

¢ Analyze how language and rhetorical choices vary across texts and different

institutional, historical, and/or public contexts

e Revise to improve your own writing
At the time of my stdy, four units that each culminated in a writing project comprised
her English 101 course: writing project 1 invited studentsitate multiple genres from
different contexts, describing the reasons for and effects of their differevitasy
project 2asked students taalyze the differences between multiple sewtitten within
the same genre; writing project 3 (the one that | composed) invited students to critique a
genre of their choosing and compose that critique in a genre of their choosing; and
writing project 4 asked students to engage in a revision of their papers from unit one or
two and compose a seakflection piece that explored their revision process and what
they had gained from i Students wrote multiple drafts of each of these ngiti
projects, meeting with Lily for conferences during units two and three and performing
peer workshops for all units.

The student demographic of the course was fairly representative of most English
101 courses at GPU. -two $tudénts, foarteen ®fsvhoomo mpr i s e d

agreed to participate in my study and 10 of whom | report on here for reasons stated

M Lily did not allow for a revision of the unit three writing project within the fourth unit, primarily due to

time constraints and restrictions. On the day in which students degéoutth unit, students had just

turned in unit threebs writing project. Since they
project and had just turned it in, Lily did not feel comfortable allowing them to revise the third writing

project & part of the revision unit.
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above® Of the students who agreed to participate in my study, the majority was

eighteen years of age (80%); one was nineteen and oreaational student was
twenty-seven. Slightly more females than males were in the study (4 male and 6 female);
and most students (70%) were from the Midwest (50% weséate residents). All but
one student was born within the United States, and sktten students, all had resided
only within the United States for their entire lives. The race/ethnicity of the individuals
was mostly Caucasian (80%), although one student identified as Latino/Hispanic and
Caucasian and one identified as Asian. Thguiistic diversity of students was narrow
with ninety percent of students reporting English as their only language spoken fluently
(one reported speaking both English and Korean fluently). Eighty percent of the students
came from families whose annual imee exceeded $60,000 a year with four students
falling between $100,000 and 250,000 (one student reported $10§1®0000 and
another student omitted a response). Finally, seventy percent of students reported having
a parent or parents who received atbacl or 6 s degree or higher (on:i
parent with an advanced degree), one student (10%) reported parent(s) having some
college, one student (10%) reported parent(s) with a high school diploma, and one
student omitted a response.

The instrutor, Lily, is a friend and colleague of mine. | chose to observe her

class not only because she was teaching with the tex®menes of Writing and

121 only collected demographic information from the students who agreed to participate in my study, so the
demographic information | report here includes only those ten students and not the entire class.

BGiventhatthw edagogy of uptake awareness and disruption th
genre awareness approach to teaching first year <c¢compc
suggestions to teaching first year composition (as weltleess), | wanted to observe a class that

implemented this pedagogical approach and these suggestions as well as one that used Devitt, Reiff, and

Bawar shi 6s t e xt 8ceneskof Vifriting@f doursenthistdbes mot mean that a pedagogy of

uptake awareness and disruption must be situated within a rhetgena¢theory-based curriculum;
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implementing a rhetoricajenretheorybased curriculum (as she had done the previous

academic year in Efish 101) but also because of her experience and dedication as a
teacher. Lily had taught for three years before entering the FYW program at GPU, and at
both her previous institutions and GPU, she was recognized by both students on
evaluations and collgaes in reviews as an exceptional teacher. Her teaching also won
her an outstanding instructor award from the GPU English Department. Additionally, she
is particularly open to developing new curriculum and taking on challenges in the
classroom, importdrattributes for any instructor but especially important for an

instructor in this particular study.

Data Collection

| collected two primary forms of data: written artifacts and audiotaped interviews.
The written artifacts collected included survegt course documents, including writing
project assignment sheets and other miscellaneous handouts, all formal writing projects
(four in total) composed as requirements for the course, and all other textual productions
composed during unit three (mainhyclass writings and homework assignments).
Before reviewing any of the material produced by students, each studesgsigred a
pseudonym aneny identifying ifiormation was removed from all materials.
Additionally, while dl materials were photocogd immediately after students submitted
them for review or grading prior to any markings and comments from the instirinetor
four writing projects were also photocopied again after Lily marked and graded them.
While students received peer feedback (prity through peer reviews and one group

conference) on all four writing projects, Lily did not directly comment on the formal

however, | found it helpful within this study as it seeks to foster in students a sense of rhetorical awareness,
as does my pedagogy.
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writing projects before student turned them in for a grade (as in she did not collect and

directly comment on drafts). She dichwever, provide feedback onatass activities
and homework assignments throughout the unit as students were developing their
projects, and she encouraged students to visit her during office hours to receive more
individualized and direct attention toeih formal writing projects.Since students
composed all of these materi@lsvriting project, inclass activities, and homework
assignments as part of the formal requirements of the courbelieve that they
accuratelyreflect and demonstrate theiptales andperformances asiwglents

As discussed above, the surveys that asked students to provide information
regarding their demographics, language backgrounds, educational backgrounds,
educational experiences and perceptions, writing experiences, araliedal objectives
were intended to supplement the other collected materials. Even though the surveys
provided additional data, they do suffer from the limitations ofreglbrting. Students,
most likely, were able to accurately report their demograjiiormation as well as
information about their educational backgrounds, experiences, and perceptions. They
were also most likely able to provide fairly accurate information provided about their
language backgrounds, although some may have not fullysindd the concept of
dialect. However, since students were also asked to select the kinds of writing that they
composed in school, at work, and outside of work and school, the information they
provided was dependant upon their memories as well as Hilily o connect the genres
listed with their own writing experiences. Additionally, expectations about surveys and

the course itself could have influenced student responses.
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My second major source of data was interviews. | conducted onéoone

interview with nine of the student participants within a week of them turning in their final

writing projects (with the exception of one student who | met with during the following

week) and one, orleour interview with Lily after | had completed all studerterviews.

| audiorecorded all interviews as well as took detailed notes. My goal with interviews

was t o o0bt aireportsabautdreinavesadl pescepliohs of unit three and their

reasons and motivations for choosing the genres in whictctraposed their critiques.

| wanted to hear their perspectives regarding what | was observing in the class and what |

was seeing in their writing. Additionally, since students composed all materials as part of

the course and for grades, | wanted to ptewstudents with an opportunity to report to

me information that they may not have included within their work since Lily was

evaluating it. By obtaining this data, | was able to compare student viewpoints with my

analysis of their written documents. Tdeals of my interview with Lily were to obtain

her reactions to unit three and writing project three and, more specifically, to obtain her
understanding of innovation and convention within the context of her classroom. |

wanted to hear her versions of wkaas taking place during unit three and during writing

project three as well as her understanding of innovation and convention so that | could
compare and contrast it with the studentsod p
surveys, interviews also suffgsom the limitations inherent in setéporting; however,

pairing student interviews with Lilyoés inter

serves to triangulate the data in an attempt to arrive at more accurate conclusions.
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Data Analysis

My data analysis was focused on stuelpgmierated material gathered from unit
three, the writing projects, idlass writings, and homework assignments, and from the

interviews. | began my analysis with the critiques that students produced. | used a

discoursbased anal ytical me t h esdnsitfve textrandlysis)int o Hu c k
which | identified (by way of colecoding) the three kinds of uptake within the texts:

generic, discursive, and individualeuptake.
of depressiono as a starting point for | ocat
within student texts. Emmons identifies the
actors around the diagnostic momento as an e

advertisements, personal writing, and interviews (11). | looked for evidence of generic
uptake by locating forms of discourse, specifically academic genres, and their
corresponding social roles as student within the writifgr. instancel noted moments
when students incorporated a thpdrson, distanced, and objective academic stance
within their writing or incorporated academic rhetorical moves, such as the citation of
evidence, topic sentences, and explicit thesis statement. | also looked focewtlen
generic uptake by locating forms of discourse and their corresponding social roles that
were common to the genres in which students chose to present their critiques.
examplewithin the recipes, | noted the use of detailed instructions laith@ieps that

began with a verb (and an implied you) in which students positioned themselves as

authorities telling readers how to create the products of their recipes. In another example,

| noted textual markers in the blog in which the student writecty identified with the
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audience, such as dfell owakdnmonghetorsadb or @A swee

move within this genre.

Emmons identifies the catch phrase of #fAch
Ai ndividual dispocsaittoersatmewar cniobdedtmednd r es
as a moment of discursive uptake (11). | looked for evidence of discursive uptake by
locating specific words, phrases, and grammatical constructions and their dispositions
that are used within the writirgssignment or that are common to the classroom as well
as those that are common to the genre in which they compbseéxamplein terms of
discursive uptake of the assignment and classroom context, | noted particular phrases or
guestions that came dutly from their textboolScenes of Writingr the explicit use of
phrases from the assignment, such as #fAcritig
Acritiqueo and fAgenre. o Il n terms of the dis
composed, | also lé®d for particular words and phrases common to that genre. In the
recipes, for example, | looked for phrases and words common to the discourse of cooking
such as Adash of, 0 Asprinkle of, 06 Athat wil
Acombi nego 0e ffieni Xx

Finally, I looked for evidence of individual uptake by looking for moments within
the text where generic or discursive uptakes seem to be contradicted or resisted as well as
for moments where students interject personal information, respongesferences.
For instance, the genre in which students selected to respond to the assignment
constituted a moment in individual uptake of the assignment. Textual traces of individual
uptake also occurred in terms of the explicitness of the crdidna is whether student

writers opted to explicitly state their critique or imply it. In short, | looked for textual
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traces that indicated generic and discursive uptakes of the assignment, generic and

discursive uptakes of the genre in which they choseewept their critiques, and
individual uptakes of the assignment, the genre, and the discourse of the assignment and
genre. At this point in the analysis, | did not classify or consider textual traces of uptakes
in terms of innovation or convention; | waisnply seeking to identify textual markers of
generic, discursive, and individual uptakes.

Il n t he s {refledtempapers, classrdom writings (composedass and
as homework), and interviews, | also performed a rhetorical criticism an@tsckin)
in which | | ooked f ireposted rebdsons and mativaiiohsyfor st udent s
performing particular uptakes of the assignment (primarily in terms of what genres they
chose to present their critiques in) and then looked for patternis whe reasons and
motivations that | identified. It was only after | located motivations and identified
patterns within them that | began to examine their uptakes of the assignment in terms of
innovation and convention. Doing so allowed me to consiagr critiques for both
what | was defining as innovative and conventional in relation to the context of the
academy and this particular composition classroom and what the students were
identifying as innovative or conventional. By combining these petisps, | developed
a more nuanced understanding of innovation and convention based on this particular class
and these particular students. More specifically, | identified conventional and innovative
uptakes as existing on a continuum, not being eitlmenative or conventional but,
rather, falling somewhere in between as more innovative or more conventional (as more
fully explored in the next chapter). The patterns that | uncovered through my rhetorical

criticism revealed not whether a student and hisen text was conventional or
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innovative but rather the reasons and motivation that students reported for why they

chose to pursue the more innovative and more conventional as they defined it. In the
following chapter, | explore more fully these reswitsny data analysis, focusing on the

s t u d e nrepsrted nsogvhtibns for pursuing convention and innovation.
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CHAPTER4

Working Within and Against Conventional Uptakes
Research Results

At the end of unit three, Lily and | were able to witnegsghoducts of our efforts
to disrupt the studentsd conventional acaden
encourage students to innovate in the form of uptakes that weix@nweantional within
the context of the academy and the composition classmerallowed students to
choose the ways in which they presented their critiques. In response, students composed
their critiques in a variety of genres including a PowerPoint, PowerPoint with notes and
an accompanying oral speech, business letter, bloggaimegarticle, recipe, magazine
advertisement, and magazine cover. The students also provided some insight into their
motivations behind their critiques in their accompanyingdléction pieces, in which
they described why they chose the genres Heat did and why they made specific
rhetorical choices within their chosen genres. The interviews that | undertook with them
shortly after they turned in their third writing projects served to further probe their
motivations behind their critiques as wadl their understandings of the third unit and
writing project.
The research study and my analyses of the collected materials produced much
more data than | had initially anticipated. Both the data regarding contextual factors that
appearto have affextd st udent s6 wuptakes and textual tr.
multi-faceted. While both analyses proved interesting and illuminating, | focus this
chapter on the ways in which contextual fact

in terms of thegenres in which they selected to present their critiques and the degree to
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which this choice demonstrated innovation or convention. To do so, | focus most

heavi | y o n-reportairdtieen itclass and lomdwork assignments,-self

reflection papes, and interviews and less on the textual traces of uptakes within their

texts? Of course, the two are related and cannot be separated (as textual traces
demonstrate studentsdé uptakes), but | wuse th
Imoreceeply explore the contextual factors that
production of their texts. This emphasis shifted the focus of the discussion regarding

research results in this chapter away from the texts themselves and onto context and

studen s O-repodd. fn what follows, | first contextualize innovation and convention

within this particular classroom for these particular students by taking into consideration

the relationship between student s.dthenndi vi dua
explore what students reported about why they chose innovation and convention in

response to unit three. From this, | delineate some of the factors that appear to make a

difference when students are making their decisions to pursue converdiomavation.

Contextualizing Innovation and Convention

After completing the study, | realized that the second research question that |
posed how do students demonstrate innovation or convention in their writing when an
assignment enables them to dibher® was, perhaps, a bit simplistic as | initially
conceived it. While theoretically | parse out and pose the complexity of uptake and
innovation, | did not fully comprehend what this would mean practically and textually at
the beginning of the studyGince the data regarding textual traces of generic, discursive,

and individual uptake proved so rich in terms of innovation and convention, | focus my

1| plan to returna the texts in later works to more fully explore other facets of uptake.
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di scussion of the second question on how the

with and demonstrt es i ndi vi dual uptakes: that i1 s, ho
to the genres in which students choose to present their crifiqiresther words, | look
to contextualize convention and innovatioar how students understand and
demonstrate impvation and convention in their writifgin terms of individual uptake
and overall generic uptake.
As noted in previous chapters, convention and innovation exist on a continuum.

Melanie Kill, for instance, understands uptake as exigting continum with

conventional wuptakes that fAwork to ease comn
reproduce meanings and material effectso on
to innovate and make use of discuherg8).ve conve

In this light, rather than being either conventional or innovative, texts, in their entirety,

fall somewhere along this continuum between convention and innovation, thus allowing
them to be more conventional or more innovative while still ackedging that they can

(and often do) combine elements of both. For example, a writer could choose to compose
a more conventional academic genre of an essay but include more innovative elements,
such as his or her own paintings or drawings to expressrcpdiats. Convention and
innovation are rarely an either/or scenario but often a both/and, occurring simultaneously
within the same text. Notice, also, that, as Kill points out, innovation does not operate
outside of convention as it makes use of cotiea in unexpected ways. It is this notion

of the unexpected that seems central to understanding innovation.

2 Later works will more deeply probe the multiple, interacting uptakes in which students engaged in this
project.
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What counts as unexpected, however, varies because, also as previously noted,

convention and innovation are contextually badimwdhat is nore conventional (or
expected) within one context may be more innovative within another. For example, the
generic uptake of the syllabus may be more conventional when used to outline course
policies and goals within a classroom but more innovative whesh fias satirical
commentary on a political website. The continuum of what uptakes classify as more
conventional and more innovative, then, also varies from one context to another. To help
uncover what the continuum might look like within the compositiassroom, | asked
students in their interviews to identify the most and least conventional genres that they
expect to compose in the English classroom. The most conventional (or most expected)
genres included the academic essay, college paper, PowerBsé&arch paper, and
freewrite. The least conventional (or most unexpected) genres that they noted included
drawing, song, ad, movies, posters, magazine, art, sculpture, painting, acting, skit, and
recipe’

| then asked students where they would pthe& own critiques on that
continuum to better understand what the continuum might look like within this particular
classroom for these particular studehfBable 1 shows what genres each student chose

to critique and in which genre each student clioggesent that critique.

3| also asked Lily, the instructor, to identify whaesbelieved to be the most and least conventional genres
in the English classroom. Her responses were similar to the students as noted the academic essay,
freewrite, prompt, syllabus, and powerpoint as the most conventional and art and sculpture s the lea
conventional.

4Again, | asked Lily where she would | ocate the stude
PowerPoint, letter, recipe, blog, advertisement in the more conventional side of the spectrum, the magazine
article in the center of thepectrum, and the magazine cover in the more innovative side of the spectrum.
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Table 1

Genres that Students Selected to Critique and Genres that Students Selected to Present

their Critiques

Student Genre Critiqued Genre in which Critique wa
Presented

Amanda Womenodos Mag Magazine Article
Ashley Syllabus Business Letter
Bradley Fast Food Advertisements Recipe
Derrick Movie Reviews Recipe
Lauren Recipes Blog

Lucy CD Covers PowerPoint

Weight Loss

Mallory Advertisements Advertisement
Michael Vehicle Consumer Report: Recipe

PowerPoint with

Ryan Movie Posters Accompanying Notes and
Oral Speech
Veronica Music Magazines Magazine Cover

While Lucy placed her PowerPoint % toward the most conventional, Ryan suggested that

his Power Point and accompanying nothees and or
continuum fibut more toward the conventional
mi ddl e but fAmore toward the most conventiona
that her letter to the director was 1/5 toward the most conventional. Arueadied her

magazine article near the middle. Bradley and Derrick both placed their recipes % of the

way toward the least conventional, and Michael, who also composed a recipe, said that it
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was fimore toward the | east theomagazinet i on al

o
=

advertisement was ¥ of the way toward the least conventional. And finally, Veronica
| ocated her magazine cover as Adin the middl e

conventional] and the | east ¢ onhwnateiyttado nal

(@)
<

of the way toward least conventional).

In addition to this information from the students, | also took into consideration
what | witnessed during my observations before and during unit three to help understand
what constituted more conventidr@@d more innovative uptake&or unit one, students
imitated various genrésind then composed a conventional comparessay in which
they analyzed the similarities and differences between the features of thethentiesy
imitated In unit two, hey composed a conventional analytical essay where they
analyzed the different uses and instantiations of the same genre within two different
communitie$. Students imitated various public, private, and academic genres as part of
the writing projectfouni t one, and both of these units?©o
production of conventional academic genres, so students had not only composed in all of
these genres within this class but had also received substantial feedback from Lily

regarding theiperformances of theth Since students had already composed in all of

® The genres students selected to imitate included the horoscope, classified ad, advertisement, personal
email, academic email, business card, letter to the editor, gragegolver letter, social networking

profile, journal entry, quiz, survey, personal letter, business letter, wedding announcement, twitter, eBay,
music review, resume, parking ticket, opinion article, Navy recruitment poster, concert poster, and blog.

® The genres that students examined for this project included college websites, military recruitment posters,
book reviews, acceptance speeches, sport articles, high school mission statements, college mission
statement, obituaries, and cover letters.

" Lily provides substantial feedback for each writing project. In addition to approximateB0258ord
typed responses for each project, she also includes, on average, three marginal éronemisnts that
most often addr ess anisldrlacktheqgeafé@ petpagen st udentsdé anal ys
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these genres and received feedback from Lily, students may have seen these as acceptable

and more conventional genres within this context and in which to compose in later units.
The presentation of wunit threeds assi gnme
For the first two units, Lily introduced the writing project at the beginning of the class by
handing out the assignment sheet, reading it aloud to the students, andfdkkirg i
were any questions. On the first day of the unit, Lily did not begin with the writing
project assignment sheet but, instead, with a writing prompt in which students were to
draw a critique of their roommate, using only images and no words. askisaused
confusion among the students with Derrick as
wanting clarification, dAwith, I|ike, pictures
to draw, many | ooked around t hes,asliftossr oom, p
make sure this was, in fact, what they were supposed to be doing. Immediately after
finishing their drawings, Lily asked students to respond in writing to the following
prompttil n t he past , vy oeclasspramptsinwrairsghdovmidiefeel t o i n
to compose i n Studentsthenrshamcktiokir espchges with each other in
small groups before they turned to a whdless discussion in which they explicitly
discussed their responses to responding to a writing prompuliffegent medium.
Responses varied from students reporting that they did not like it because it was more
difficult to get their points across in images to others reporting that it was a good change
and that they | i ked it ubpedc aiuns ewotrhdesy odri db encoatu
it was easier to get their points across in images. This discussion led into another whole
class discussion regarding critique in which students worked together to explore critique

and its role within society.
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Following this discussion, Lily handed out the writing project assignment sheet

and different students read the separate sections aloud. After the final word was read,

Lily asked fiqguestions?o0 After several seco
Awhoy ?f ol | owed by nervous | aughter from many
in with Aldm so confusedo while Amanda asked
Mi chael responded fAsheds getting us in the n

in chatter, asking each other and Lily questions and talking to each other about the
writing prompt. The conversations were so{aated and overlapping that | could not
keep track of them and neither could Lily. She seemed to struggle to keep up with the
questions and conversations, and s-bpp soon tur
wr i t i ng hptdoyoughink thiswvriting assignment is asking you to do and why?
What kind of st ud e nlrhisquistedihé roansakstudegtsdpegpu t o b e ?
write inresponsetoitT hi s first day of the wunit provide
initial responses to having their conventional uptakes disrupted, and the response was
overwhelmingly one of confusion yet a mild excitement. The best desorigitthis first
day of the third unit came from Lily who ref
the class had ended and the students had left. The shock and awe in the room certainly
was palpable, and it certainly worked to set up a classrootext in which disruption
and awareness was fronted.

Additionally, during the second week of unit three, Lily and | provided students
with a widevariety of sample critiques that included both genre critiques and more
general critiques (the genre critegiwere presented to students first and then the more

general critiques were presented the following class period). The genre critiques
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included: Mar garet Atwoodods critique of shor

critique essay on the healthcéi# published inScenes of Writingheir classroom

textbook); Sarah Haskinds short video clip o
syl labus critiquing credit card bills entit]l
your Syl l abuanorf.rcom;c RlylamgeRrewnol ddés #fAStatus

Song) ®GatdirdayNightLive Di r k13 6s blodAdFoim®aAfier Cover s
Thought o; Trina Robbinsés published essay fAC
includes visual r e pr essvebhasea bookorevisw (coth@eten i f er de
with hyperlinks and images) éPersuasive Games: The Expressive Power of

Videogamed p u b | Karbseadaarteon depiction of a grading rubric that critiques

the entire concept of gramemg Madprc csHownd L
Restaurants Encour age MingnvileocontE ahe exshoplegod ar t i c |
critiques that tackled issues or subjects rather than genres themselves included: posters

for peace, social justice, and the environment; a feministeblog i t | ed Af emi ni st
independent alternatives to mainstream medi a
Martin Luther Kingdébs Al Have a Dreamd0 Speech
politicalcartoons. com; BorrMarmniney @0 bh Ggtl abi ¢
ABIl owiné in the Windodo; and Robert Arnesonés
being introduced to these examples, on the first day of the third week of the unit, students
worked together, without | npud Ofomebrbkbyg,tha
could use for critiqué the list included: academic essay, advertisement, movie/book

review, wedding announcements, freewrites, song, video, posters, magazines, newspaper
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article, syllabi, letter to editor, mission statement, @igame, game rules, political

cartoons, blogs, email, PowerPoint, speech, rubric, recipes, and art.
Based on all of this contextual information, | parsed out which critiques were
more conventional or more innovative within this classroom. Since | mauply
interested in the studentsd perspectives wit
was more conventional and more innovative weighed most heavily in my analysis.
According to the studentso6 repdhattfte§ regarding
within the more conventional side of the continuum are the PowerPoint, business letter,
PowerPoint with oral speech, and blog. The genres that fell within the less conventional
side of the continuum are the recipes, advertisement, and magazane ¢he magazine
article, according to Amanda, splits the middle. In the discussion below, I discuss their
critiqgues in terms of more innovative or more conventional according to these placements
as well as their relationships to each other and to ed@trred within the classroom.
For example, the magazine article may be more innovative than the PowerPoint but less
innovative than the magazine cover within the context of this course. The three recipes
are an especially interesting phenomenon withis study because, besides the
PowerPoint, this was the only genre in which several students composed. It was also an
example that the class spent some time detailing and discussing after they had composed
the class list of the possible genres in whigdytcould compose their critiques. |
primarily consider these more innovative uptakes since the three students who composed
them identified them as such, while still acknowledging that within the context of this

course, the recipe became a more conveatioptake since it figured prominently into
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classroom discussions. Convention and innovation certainly are complicated and

nuanced concepts.

Self-Reported Motivations for Pursuing Convention and Innovation

Admittedly, it is difficult, if not impossible, to uncover the entirety of the
motivations behind any decision. The complexity and the interplay of the psychological,
sociological, ideological, and contextual f a
decisions cannot and shduiot be reduced and, moreover, cannot be uncovered solely
through methods of seteporting® My study is no exception to these limitations.
However, by ex amiclasswrigingg, seléeflestionpetees and 6 i n
interview responses in conjction with each other, | begin to partially uncover the
motivations behind students6é choices and, by
students reported pursuing convention and innovation. Students reported pursuing the
more conventional for th@lowing reasons:

1) their perception of their capabilities and an accompanying sense of safety;

2) their desire to please the teacher to receive a good grade; and

3) their understanding that conventional genres easily allow analytic critique and
that conventional genres more easily c

And students reported pursuing the more innovative for the following reasons:

1) their desire to push themselves to do something that was different and
uncomfortable;

2) their desire to show their personalities or other talents;

3) their desire to please the teacher to receive a good grade; and

8 For discussion regarding the limitations of retrospective reporting and accounts of the writing process see
Barbara Tomlinson.
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4) their realizations of the limitations of conventional academic genres for their
purposes.

While my examination here ekpes these patterns as distinct and separate, they are, of
course, not mutually exclusive, a point to which | draw some attention to throughout the

analysis.

Convention

One of the major factors students indicated that pushed them to engage more
conentional wuptakes is their belief that they
Akind of persono who they perceived themselyv
of CD covers in a PowerPoint presentation, for example, reports in her interatew th
Asometi mes itodés really hard for me to think

of a person. | like to have stuff set out and written for me. Likelstegtep instructions.

So this project was ki ndatoéalaborateobwhatishe her i nt
meant by it is hard for her to Athink outsid
know, | 6m just that type of perso#y- | 6m just

step stuff or el se H®r ILuwdywayrsothafvlea Wgiureg td town
her to experience discomférishe experienced the project as hard because she believes

she |l acks the creativity necessary to fithink
her to do and craves direction astdpby-step instructions. Lacking these, she returned

to the PowerPoint presentation, a genre that she told me she has been composing since

her first year in high school, because she knew thebstapep instructions for

composing one and felt she cdulo it even if she had never created a PowerPoint for the

purpose of genre critique before. Lauren expressed similar sentiments in-her self
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reflection paper:

| get stressed about little things and especially about school. So when we got this
assignmenthe first thing | did was get stressed. The thing that got me the most
anxious was the fact that we did not have to complete this assignment in the form
of an academic essay. | personally am not the most creative person so my first
thought was to jst write an academic essay anyway.
She elaborated in her interview on this statement, explaining:
|l thought 61 édm not the most creative pers
have to do an academic ess®ygoit. Bedabsat 6 s it .

I A

Om not creati ve.

|l 6ve done academic ess
one. And then 106111 have to do a reflect.i
While Lauren ultimately composed her critique in a blog (a genre that she had composed
in beforeand that she identifies as more toward the conventional but still innovative for
her and within this classroom in some ways),
an academic essay anywayo appears dat@ have st
creative person. In light of this, the academic essay, at first, seems like the most logical
choice for her because it, apparently, does not require her to be creative, and because she
has written essays before and, in this class, has done quitwieém.
Both Lucydéds and Laurends comments suggest
as lacking creativity but they see conventional academic genres as lacking the need for
creativity as well. Lucy and Lauren do not need to be creative peopleusimgn

conventional academic genres because teachers have already provided exphgit step

step instruction regarding how to compose them and because they already and often have
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composed them. The ways in which they are using the term creativity, pipear @0 be

linked to familiarityd what is familiar and conventional does not require creativity and
what is unfamiliar or unconventional does. It also suggests that these students do not see
academic genres as creative, which has the potential to thewhat they can do or
even see as possibilities within conventional academic g&nres.
Not surprisingly, other students who also reported choosing more conventional
uptakes (Ashley and Ryan) expressed a sense of safety and comfort with the familiarity
of these uptakes. Ashley (who wrote a business tettiegenre she imitated during the
first unit) expressed in an early-afass writing that she was going to use an essay to
present her critique and reportsajiemposing i
one of the ways to best explain it. | am pretty good at writing essays, so | think this
would be a strong way to present my critiaque

and not the essay, in her interview she told me that she wished shéeauhtive but

she decided on the | etter because she want ed
and she fAdidndét want to str aylasswritingthatr . 0 Ry a
he ficould present in thewfbow 6o doPoWwWersBoi @

choose a PowerPoint presentation in the end). In response to my asking Ryan if he had
considered other genres, he responded fAl was
thinking first of an oral presentation and theméye my second one be a PowerPoint and

then | decided to put them both togetherél r

mysel f. They were really the only things th

?| believe the potentially limiting effect of not seeing conventional academic genres tasedsehest

expressed through Ashleyds interview comment that fe\
know, how to write it. We know the for mat. 't is hov
expressed similar sentiments.
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not only their perception of their giby to be creative that appears to have influenced

their decision8 it is this perception coupled with the sense of safety and comfort (and,
perhaps even from this, empowerment) that they gain from composing in conventional
genres that they know and belkethey know how to do well.

While this sense of safety and comfort st
in English classes, students also referred to previous experiences with Lily within units
one and two, in particular, when citing reasons faosing the more conventional.
More specifically, they expressed a desire to please Lily and receive a good grade.
Students who reported choosing the more conyv
comments and their experiences from these previoustarthg unit. For examplé)
an inclass writing where students were asked to explain their understanding of unit three,
Lucy responded with, Ain the third unit we a
learned analysis of genres and critiquesaailey , unit t hree shoul d be
guote nicely demonstrates how uptake fAsel ect
(Freadman). For Lucy, unit three was a clear combination of the previous two units
rather than an extension of them that askedestts to do something different. As a
result, she directly applied andeaacted her previous experiences within the course, as
is further indicated in some of her interview responses. Lucy explained to me that she
chose a more conventional genrebecau it heyodre easier to do and
pl easing. o Asking her to expand on why the
elaborated:

Theyareeasisecause webve already done them, ||

and know how to do them. Insteadi&é a blog or something never done



beforeéthey are more pleasing to Lily bec
essays, and | feel like she explained it enough so like we should know how to do
one.
She also added later that she thought the conventienalge s woul d easi er Af
grade because weobdove already done them before
Along similar lines, Ashley reported choosing a more conventional uptake within
the context of this course, the business letter that she imitated as part of the writing
project in unit one. When prompted to furth
like, if we did [the letter] in class at the beginning of the year, then, like, | did fine on that
one, so | was | ike 61l s ho ikésdhatpormathbstylb,l v st i ck
whatever, and so | just stwuck to i1t for <cl as
could really choose any genre for this project; the following was our exchange:
Ashley: With the nature of the project, you know, y@ave to choose, like you
dondét have to do [a conventional genre],

a grade. There comes a point where you have to choose something maybe even if

it isnbét the one you reall y,pesenngitt o do j u
the best you can and, I|i ke, hopefully get
certain extent, but then you have to buck
way | can get my point across. o

Me: You cané6t havelishclass? much fun in an Eng
Ashley: Well, yeah, itodés still <classéit i

show it. So I hope that | showed everything.
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Within this statement, Ashley clearly indicates her desire to show Lily what she has

learned within the firsmto uni ts which requires her to fAbu
funod or do the @[ ge'h BahAshiepand Lluey wdnttopleasant t o d
Lily and both also believe this would best be achieved by sticking with what they know
and have done naohly in this class but also in English classes in general. This belief
was most likely influenced by their uptake memory from previous English classes but
also from Lilyds previous writing project t a
papers
In both of their responses, Ashley and Lucy also connect using convention to
pl ease Lily with getting Aigood grades, 0 indi
values convention, and, thus, convention will garner them a gooddgeadelief that is
completdy understandable and warranted given that both students struggled with analysis
in their previous papers and Lily noted this within her marginal and end comments. Even
though they had struggled with analysis in their previous papers, they still seatcamve
as something that Lily would prefer and value since her marginal and end comments
suggested that she does. Lucy thinks conventional genres will be easier for Lily to grade,
and Ashl ey believes that ndpresadynforhenop it t he
a more conventional genre) will get you a good grade. This preoccupation with and fear
of grading and grades is also expressed by Lauren in one of her eaddgsmwritings;
she notes that:
| feel [the academic essay] might be the onywam able to effectively describe
my genre and the critique | have for itél

able to include a | ot of detail without |

°The ore Ashley really wanted to do, she told me, was the recipe.
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another form to write the critique in, I will juststk wi t h t he academic

letter to editor/chef worries me because | am afraid | will not be allowed to
include enough information that will lead to me getting a good grade.
Like Ashley, Lauren also fears that noanventional uptakes will affect hgrade
because she cannot Ao attedsimihetheacademigdssay, shé or mat i
can include enough detail and analysis to explain her genre and critique.
Students who chose more conventional uptakes, then, wanted to please Lily in
order to géa good grade, and their understanding of what would warrant a good grade
was based on their previous experiences with Lily within this particular class and also
with other English cl asses. Orfit hmes rReya:o re x p
things are conventional is because they work. Theawmventional works but not as
easily or well. So you stick more toward co
(interview). Since Lily had asked them within units one and two to compose
conventional academigenres as part of their projects (and these weighted most heavily
into the evaluation and grading) and stressed the importance of analysis and evidence
within previous marginal and end comments in addition to classroom conversations,
students carried ovéhese experiences and expectations into this unit. Concerned that
more innovative uptakes would not allow them to demonstrate analysis and critique or
Awor ko in ways that Lily would recognize, th
theyknewwold demonstrate analysis and critigue al
knew Lily recognized and valued.
The ways in which conventional wuptakes es

can be found in their understanding that the more conventionalraicaglenres easily
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enable and demonstrate analytic critique (one of the goals for this unit) as well as control

readerso (primarily the teacherods) interpret
reflection, AHaving bot h cgyliudledime to shoasen d ¢ o mp
aformalnoracademi ¢ genre . . . A letter to the d
Editordo all ows the writer to express the goo
propose solutions. o Sdtray away from the letterdormattas  di d n
far as presentation because | needed an approach that allowed me to express my thoughts
in a meaningful way. This gave me the flexibility to be descriptive, instead of just using
bullet points, short sentences,omiges, | i ke an ad or recipe.o
why she chose what she considered to be a more conventional genre within this particular
classroom suggests that the letter allowed her to not only show her critique but to show it
in a Ameamitngdtulwavsaydescri pti ve. Il n other w
explicit about her critique (moving from strengths to weaknesses to solutions).

Lucy, too, indicates the importance of being explicit about her critique in her self
reflection papershe writes:

| chose to present my critique of this genre in a PowerPoint because | thought it

would be a colorful and entertaining way to inform people of this genre. A

PowerPoint allows me to share facts about this genre and address what | believe

arethe strengths and weaknesses. This genre was the easiest way to inform the

audience without providing too much information that would overwhelm them. A

power point is a fun and exciting genre that is easy to read and explain to others.
A PowerPoint, &r Lucy, allows her to easily show her critique to the audience, and if her

strengths and weaknesses are explicit in thi
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interpretation of her ideas. When prompted to expand on this quote in the interview, she

indicated that she wants more explicit analy
in my papers that | need to analyze more, like, put more analysis in it. So | wanted to
make sure | was doing thateél wanmttedto t o make
make sure | had enough analysis. o0 Lucy wan
she identified as being most effective to do so was a more conventional genres that
explicitly allows her to state critique and analysis. With this expbksi$, she could push
Lily to read and interpret her work as she wanted her to.

Even those who chose more innovative uptakes within this project also indicated

in their selfreflections that conventional uptakes would have allowed for a certain level

ofex plicitness and control . For exampl e, Der
would have all owed me to easily convey my cr
notes that dAif | presented my genrdéde critique

able to fully explain everything that is needed in the critique, including successes and

f ai | ur-refeedion paperd). f Comments such as these indicate that regardless of
whether they chose more convention or more innovation in response tostgsraent,

most students perceive conventional genres to be especially conducive to the level and

type of explanation needed for a critique.

Innovation

While some students who did not identify as creative opted for more conventional
uptakes (as discussallove), others who also did not identify as creative expressed a
desire to push themselves to do something different and uncomfortable. Bradley most

fervently expresses this desire during his interview when asked why he chose to present
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his critiqueina eci p e: il ki nda wanted to try someth
want to be |1 ke, |l didndt want to do a Power
cl ass. I mean, I might need to do this some

promptedto explain why it was important for him to do something different, he explains

Aso that | can | earn something new and diffe
Even though Bradley identifies the ability to do something different as an advargageou

skill that he will benefit from in the long run, this choice is particularly uncomfortable for

him because he felt especially comfortable during the first two units in which he had set

guidelines and composed in conventional academic genres (genfes ithadicated

having extensive experience with through high school and his AP English classes and

genres in which he felt that he performed quite well). He explains that:

When we started making the list [of possible genres in class], | never would have

thought of making a recipe. But | didnot
the ti me. I wanted to do something diffe
thought | could do something I|ike that ea

my comfort zone but still staying in it.
He further el aborates that after seeing othe
peer reviews that he Afelt | ess uncomfortabl
with it.o Despitemheveabfeel (ing MildO0oWwn wor
of his comfort zone (i.e. conventional uptakes), Bradley still experiences a desire to do so
primarily because he recognizes the fubuesnd most likely also the immediéteralue
ofsuchanactand hefeelspported in pursuing innovation

doing so.
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Others identified their desire to showcase their hidden talents as a reason for

pursuing innovation. In fact, a desire to demonstrate other talents or their per8onality
things that tlky believe conventional genres would not easily allow them doveas
second most cited reason next to desire to please the teacher to receive a good grade.
Amanda chose the magazine article because, a
one of my beer strengths, graphic design. | feel that this genre is more visually
appealing to the viewer than a normal acaden
notes in her paper that, Awhen | was given t
analyss paper and present my argument in a different and creative way, | wanted to
really show my talent in creating something
further explains that she wanted to show her talent for art because:
| ike doingart. And 6 m not an art major. And my roo
at photography, and she is actually doing art right now and it just makes me feel
|l i mited because | 6m doing business; and |
real ly 1 i ke oadit |feltlike doing thiswouwlda Iikes brdak me
out from that scripted, | guess, rubric that we always have to write papers, and
like, and if you are not an art major then you are not doing art.

Being able to demonstrate her talent for art isi@aerly important for Veronica because

she identifies herself to be a Avery visual
Awill write a paper if [she] ha[s] to but, i
[her] ideas in a differentwdye cause [she] | ike[s] it and ito

than writing a paper (interview).
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Similarly, others expressed a strong desire to show their persénatipecially

when it came to humor and sarc@&smore than they felt able to do in a@mtional
genres. Mallory, Michael, and Derrick were especially pleased that their more innovative
uptakes allowed them to showcase what they identified as some of the most important
aspects of their personalities. Mallory writes in her-geflection pece that:
To critique this genre | found it only fitting to design my own advertisement. |
could have written a long, boring essay filled with sentences of composed words
singling out every feature | waeyed to cr
entertaining for me or for my user. | also know that | can be very sarcastic at
times and that sarcasm in print can be hard for the reader to understand without
the tone of voice and body movement to reference to it. By focusing my sarcasm
in a vizual format, | am allowing my reader to interpret my advertisement in their
own sarcastic way. | strongly believe that a picture is worth a thousand words and
| wanted my reader to walk away writing their own story of how my critique
brought something tdeir attention that was taken for granted.
In her interview, she elaborates on this by explaining that this unit was easier than the
first two units for her because A[she is] re
to see differentwaysofbeig abl e to critigue thingso becau
personality not only contributed to her final writing project but also to her ability to
critique in general.
Michael explains that one of the main reasons he chose the recipe is because he
wanted to show his personality with the use

A

person and 1611 basically talk to anybody.
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know me. So | just want, | don &tobeonto w, I do

there, and people to know that this is me, this is my work, this is what | did, nobody else
did thiso (interview). This quote suggests
general and highlights a sense of ownership that he feglsdiag this project that he did
not experience with previous writing projects. Derrick, too, expresses in his interview
that he chose the recipe because he is a funny person and he was able to be funny in his
recipdand, modesty asudej eheaddcbetéesrhitsanf [ M
[ Bradl eyd6s] o (interview). He added that il
could do it. And then Maggie brought in the recipes. And then it really clicked from
there. | was thinking aboutthetittea how | was going to for mat
(interview).

The students who reported choosing innovation to highlight their personalities and
demonstrate their hidden talents appear to demonstrate a stronger sense of ownership of
and investmenti their writing projects. Even some of those who doubted their ability to
be creative or even that they had any hidden talents felt the draw of being able to show
aspects of themselves to Lily that she had not previously seen. For instance, Lauren
expla ns that Al was really trying to | ook for
Al thought that i1td6d be not only just a nice
different side of me. | mean | can write academic essays. But | can also [whteghe
and make it sound academico (interview). He
speaks to another draw of more innovative upt@dkassome ways, they allow students
to step outside of what they recognize as conventional uptakes while stilhimggnai

within the academic context. The value of students feeling able to express hidden talents
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or their personalities was most nicely summarized by Michael who said that this third

unit Awas Iinteresting | guessleceseluekinda got

what their interests were. Like [Lauren], her interests, she likes cooking, so | got to learn
about the subject and about the person.
unit. o

Students who chose more innovative uptakes eted a desire to please Lily to
receive a good grade; however, they primarily framed this desire in terms of believing
that Lily and/or the assignment said they were to innovate. Like those students who
chose more conventional uptakes, these stu@¢sdsvanted to please Lily, but they
believed that the best way to do so was through innovation and not convention. Bradley,
for example, explained to me what he believed Lily wanted in this unit in following
exchange:

Me: What do you think Lily wantenh this assignment?

Bradl ey: She just didndét want wus to

something different, something other

t o

And

wr it

t han

emphasized to do something diff butlent éShe

felt like she wanted us to be creative. | felt like a lot of people felt that way. She
wanted us to step outside what we would normally do, which was an academic
essay for an English class. And | guess I felt required just because | felt like she
might enjoy something other than, like, | know if | was an English teacher |
would get tired of reading academic essays. And like, she wanted us to do
something else that, like, would kinda, um, entice the reader, | suppose.

Me: Did you hear other pete talking about this?
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Bradley: No, a general sense because only one person wrote an academic essay.

But maybe people didndét feel required but
people are | i ke that. But for me itds no

Me: So did yao feel like being creative was another guideline for this project?

Bradl ey: It wasndét a written guideline,
but more I i ke an unwritten statement. Li
(Interview)
Whiletheassgment i tself did not require students
here indicate that he certainly felt pressur
essayo but to innovate in his critique as we

expressig a desire and need for innovation in this project even though it was never
explicitly stated in the assignment prompt or by Lily herself.
Others also identified innovation and difference as desirable and necessary

characteristics for this writingroject. Michael, for instance, explains the goals of this

unit as Al think to be able to, I mean, obuvi
your thoughts in a different way. I think ¢th
(interview). Derri ck writes that Lily fAwanted us to
present . Not to do an academic alassl ysi s pap
writing). And Mal l ory explains that @Al know

academic esg/, but | think she was also like that creativeness was to be able to be like
how can you put your words in a different format and still be effective, and being able to
do your own wayo (interview). Wh athese s espec

students cite the academic essay as the quintessential conventional academic genre and,
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therefore, to be avoided for this particular assignment. By identifying one of the primary

goal s of this assignment as fandunderdtand ng an ac
what they are to do against what they already know and what is familiar (the academic
essay) rather than what they could do or what is possible. In short, they primarily
construct and explain their understanding of the writing task irstefrthe academic
essap i My goal i's to not write an academic esseé
recipeo or short -sssaygewre ronay bewThis suggestsithet he non
centrality and weight of conventional uptakes even for those studkatshese to
respond more innovatively.
In addition to believing that Lily wanted them to innovate from the academic
essay, other students specifically cite the writing prompt for this assignment as
encouraging innovation. Amanda, for instance, wtitdsat At he pr ompt i s as
grow as a student and to think outside the box. | need to find new creative ways to
compare the 2 items w/in my-clgsswrtng). and pr esen
Mallory directly cites the writing prompt as stregsthe importance of innovation:
|l think [the writing prompt] was interest
showing us a way to be creative kinda added to her expectations of creativity. So
it was nice just seeing it in a different way that got you &iegcited about the
paper . It wasndét boring and just make yo
paper . 0 I't definitely added to her [ hav]

it | ater o
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Like Mallory, Derrick also recognizes the writing prompt aslioitly encouraging

i nnovation; as he explains, Awith the prompt
then realized It was a creative way to prese
Perhaps because students who chose more innovative uptakes expressed a desire
to push themselves and demonstrate their hidden talents, many also came to realize some
of the limitations of conventional uptakes, mainly that they do not allow students to
achieve other purposes outside of critique that students had for this writjagtpr®ome
cite an additional purpose being the need to entertain both the audience and themselves.
Michael, for example, explains in one of hisciass writings that:
If I choose a recipe it might be easier for a viewer to quickly look at and get the
point across. In an essay the tone would have to be serious and it could be boring
for the viewerto read but with the recipe the use of satire would make the reader
find it entertaining. | have made my final decision: a recipe. It will be easier to
get across the information and it will be more entertaining for the viewer.
He later elaborates on his choice of the recipe in higes#diction paper, noting that:
| needed to sum up with something more, something with originality, showed my
beliefs and even my personality. | determined that if | was going to make this
entertaining, insightful, savvy, and satirical | had to go with a recipe. In making
the recipe | was able to present both the successes and failures of the genre clearly
in a sairical manner. The first things that | wanted to do with the recipe was to
make sure that all my information was in it, then | simply wanted to have fun
making it. My goal for the audience was for them to be entertained by my

critique and then trulynderstand what my critique was.
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Mi chael not only wanted his audience to be e

making ito himself. The recipe all owed him
In addition to allowing (more easily) for Emtainment, more innovative uptakes,

students reported, allowed for a certain degree of open interpretation due to the less

explicit nature of critique in nenonventional academic genres. Michael writes in his

selfr ef | ecti on pi eloveretd viriee my diitiquefindirean acaderaid i f

essay] it would be boring and would not give the audience the chance to come up with

their own conclusionsd; and during his inter

of allowing the audience some degoédreedom to interpret his recipe even though he

felt the critique within it was fairly clear. Mallory also appreciated how her more

innovative uptake of the satirical weight loss magazine advertisement allowed the

audi ence to fAt hi mmkatnmoerre tfhoarn tfhi emmpsoeslivnegs of act
With the essay | really felt like | would have been throwing words and facts at
youéand al most I|ike not Il etting you think
imposing fact on your, whereas with my ad | am allgywou to think about it
al so. Li ke in my ad, |l didndt have to ex
really expecting [the audience] to pick up from normal ads that the fine print is
really, really fine print ikaondhineyher e you d
made it so huge for the exact opposite effect. To really draw your attention to the
fact that you never read it before because it is really fine print. And using the
really big words [in terms of size], and | was also expecting you th catt¢hat

this is really ridiculous. But | also wanted to point out that it is really big and is
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the first thing you seeél wanted you to t

i ke, I was kinda |i ke feeding. it to you,
Rather than finding comfort in the explicit nature of conventional genres, like the
students who reported pursuing the more conventional, Michael and Mallory seem to find
the explicitness limiting for them, it does not allow the audience to participétein
the construction of knowledge or, in Mallory
Both acknowledge that their critiques push the audience toward certain conclusions, yet
they believe that their genres ultimately allow the audience to dramothei
conclusions, and they found this to be an important and worthy goal.

Other students explain that they chose their particular forms of innovation

because they were more appropriate for and 0
they chose tordique, rather than working better for critique in general, as expressed by
the students who chose to write more conventionally. Amanda, for instance, composed a
magazine article complete with images, dApull
formattingand even page numbers, because she fdbel
express [her] opinions on the subject. Since the entire critique is about magazines, [she]
thought this idea would stick to the central theme and give the reader a better
understandingd pr esumably a better understanding o
magazines textually purport to promote baabgeptance yet visually contradict this ideal
(self-reflection paper). Lauren, while choosing the more conventional genre of a blog,
also acknowddges that the blog genre, in particular, helps further her critique that recipes
lack creativity and individuality even though cooking often requires some degree of

creativity and individuality:
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| started to think that it would be interestingiflprcde d t he same ki nd o

about certain recipes | had made in my |
give my opinion because | had actually made a lot of her desserts, and also add
that sense of critique by tal &Gsong about n
thought that this would be a more interesting and creative than just doing an
academic essay and be more appropriate for the genrereftsttion paper)
I n her interview, she expands upon these poli
important to be creative because recipes are also really creative. They are creative in the
sense of a person putting ingredients together but, like, on paper they are not creative at
all. So I thought that by bringing a sense of creativity to [the assighntemould kinda
make up for where the recipes |l acked. 0 Wi t h
their uptakes for this assignment, Amanda and Lauren demonstrate a more nuanced
understanding their specific writing situations that goes beyond thegemiting
situation of this particular assignment. They not only want to present their critiques to
the teacher, but they seek to do so in ways to directly speak to the genres they chose to
critigued Lauren through the blog to the recipe and Amanda girdlne magazine article
to magazines more generally.
Along similar lines, some students believed visual representations to be central to
their critiques and sought more innovative uptakes that would allow them to include
particular kinds of visuals #t would extend beyond a PowerPoint presentation (the go
conventional academic genre for when students want to include visuals, according to
studentsé6é reports in this study). Veroni ca

she chose to presergrcritique about music magazines as a music magazine cover
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because the visuals help to further her point (critique) and because the audience gains a

Adi fferent outl ook because of presenting in
genres. Amand&go, expressed a desire to include images as well as make her critique

more visually appealing because they would help further her critique.

Mediating Factors Contributing to the Pursuit of Innovation and Convention

Students reported several reasarsplursuing the more innovative or the more
conventional in their writing projects during unit three; and while students reported
varying motivations, clear patterns regarding why they made their choices became quite
clear, as discussed above. By bringimgether these seteported motivations with
survey information, irclass writings, classroom observations,-selfection papers, and
interview responses, | have developed a list of several factors that appear to make a
difference when students are g to pursue more innovative or more conventional
uptakes:

Dst udent sd6 past exper i enc thesgenvesntwhichac ade mi ¢
they choséo compose their critiques

2) student®preferencesor taking risks and following rules the writing
classroom;

3) studentéperceptions otheirown capabilities;
)studentsdé6 understandjng of the assignmer

5) student®belief and trusthat innovation is desirablgithin the classroom
context

6)stude nt s 6 &xpltple and \waried examples of innovation;
7student® i denti fi cati on bawkupuap tmeokreed ;conventi ol

8)dudent¥ sense of empower ment; and
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9) studentsd6 access to resources.

Studentsd decisions t o putensnoteated mythese at i on or
contextual conditions. While this list represents the nine most prominent factors

discovered within this study, once again, it certainly does not represent the entirety of

what aff ect s -rsakinggrecesses.00nckaganhideil anmsider these

factors separately below for analytical purposes, they do not function independently of

each other; instead, they interact with each other in complex and rich ways. And the

ways in which these factors interact will also diffethaeach individual student, thus

each studentds use of wuptake i s nuanced. | n
influenced by how these factors (among others) have interacted and played out within the

different contexts of her learning. As such, thiestors and their interactions are

contextually bound to each student. What this list does provide are beginning insights

into studentsd thought and rhetorical proces
composition classrooéinsights that writing prograraducators and administrators can

consider and utilize when developing course goals, content, and curriculum.

Student sd6 Past EXx p enresandwith thGemresinlwhiohc ademi ¢ G
Composed

Many students cited having previous experience witlyémees in which they
composed their critiques. That previous generic experience should influence new writing
choices is not surprising given Kathleen Jan
knowledge or the notion that genres known to a writer influenaethe writer composes
in new, unknown writing situations (a concept also explored by Amy Dewittriting

Genres . I n Jamiesonbés study of the contempor a
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union addresses, she argues that in unprecedented sguatioma r het or wi | | dr

past experience and on the genres formed by
(406). For example, she finds the fusion of Roman imperial documents and the apostolic
epistles within the papal encyclicals and elemehtsda he fAKi ngds Speecho f
in Washingtonodés first state of the wunion add
and discursive uptakes). While students in this study were not engaging in such
monumental acts, they certainly found themseinean unprecedented situation in which
they could choose the genre in which they composed for an assignment, an act that no
student reported experiencing in past classrooms during their interviews. And, as such,
whether they chose more conventional areninnovative uptakes, they often drew from
their past experiences in English classrooms and this class as well as their antecedent
genre knowledge from other contexts.
On the surveys, | asked students to mark what genres they had performed for
school,for work, and outside of school and work (see Appendix 5 for compiled results
and Appendix 6 for individual results). | also asked them what types of writing they most
and least enjoyed and what types of writing that they think are the most creatmestnd

conventional. Table 2 shows in brief form what students reported.
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St ud e n-RepdrtedSserirels that They Most Enjoy and Least Enjoy Writing and

Genres that They Believe to be the Most Creative and Most Conventional

Student

Amanda

Ashley

Bradley

Derrick

Lauren

Lucy

Mallory

Genrein which
Critique was
Presented

Magazine

Article

Business Letter

Recipe

Recipe

Blog

PowerPoint

Advertisement

Most Enjoy
Writing

| enjoy freewrites
that allow me to
tell a story or
personal
experience

Freewriting or a
Research Paper
will all my
sources (as long
as its an
interesting topic).

Informational
Papers

| enjoy writing on
topics of my
choice. | feelifl
do this | will be
more exciting
abou what | am
writing about.
Creative (mostly
any kind)

PowerPoint

Slideshow, 5
Paragraph Essay

Song Lyrics,
Poetry, IM, Book
Report, Freewrite

Freewriting, where |
can just let the
words flow and
structure and format
are not important.

Least Enjoy
Writing

| do not enjoy
long, formal
essays where yol
can not wite in
first person
(using
imyo)

Interpreting a
piece of
literature

Formal Papers,
especially
persuasive

papers

| hate writing
response essays:
to literature

Formal Essays,
Research Paper:

Research Report
Resume,
Business Letter,
Analytical Essay,
Interpreting
Literature

Essays,
interpretation of
art/literature

Most

Most Creative -
Conventional

Poetry is most Formal researct

creative papers
Lab Write Ups,
Poems
Notes on a
Presentation
Poems, Formal Papers
Freewrites for class
Sports Editorials
Columns

Poetry, Short Formal Essays,

Stories, Son Research
L riés 9 Papers, Lab anc
y Book Repors
Freewrite,
Spoken O.ral Book Report,
Presentation
. Lab Report,
(informal),
. Research Papel
Poetry, Lyrics
PowerPoint Resume,
Business Letter
Poetry and Research
Opinion Papers Papers
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Michael Recipe [BLANK] Research Paper: Fiction Non-Fiction
PowerPoint with 5 Paragraph
Ryan Accompanying Free Creative  ResearchPaperr Chi | dr Essay
Notes and Oral Writing Stories
Speech

Analysis Papers
unless | enjoy

. : the topic. Five Poetry, Analysis, Five
Veronica . Freewrite, Shrt )
Magazine Cover - Paragraph Freewrite, Paragraph
stories .
Essays. Short Stories Essays

Those who reported choosing more conventional uptakes for this assignment
indicated on their surveys that thiead previously performed their chosen critique genres
within the school context and also that they most enjoyed composing conventional
academic genres. For example, Ashley reports that she had experience writing business
letters and letters to the editior school (the genre that she chose for her critique) and
also that she most enjoys writing research papers and freewriting. Lucy, too, chose a
genre, the PowerPoint, for her critique that she marks as having previous experience with
within school andas she notes in her interview, that she had been composing regularly
since her firstyear of high school. She also lists the PowerPoint as the first genre she
most enjoys writing along with the fiygaragraph essay, the book report and, as one of
the mos creative types of writing along with freewrites, informal, spoken oral
presentations, poetry, and lyrics. Like Ashley and Lucy, Ryan chose genres that he had
composed in school, a PowerPoint with accompanying notes and oral speech for his
presentationbut he also notes that he had previous experience with these genres for work
and outside of school and work. While Amanda reported choosing a less conventional

uptake for this assignment, the magazine article, she indicated on her survey that she had
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written a professional article and journalism for school previous to this assignment and

also expressed her desire to obtain a minor in journalism

While some students drew from antecedent genres that they had encountered
within the school context, bér® both those who pursued more innovative and more
conventional uptakéspulled from genres they had composed for work or outside of
school and work. Lauren, for instance, who wrote a blog for her third project, indicates
that she had experience writibfpgs for work and outside of school and work but not for
school. When | asked her to further explain her experience with blogs, she explained that
she wrote a blog for her swim team but that is was different than the blog she composed
forthisassignmeti e cause she was fAnot getting a grade
critique ino (interview). I'n addition to he
also drew from what was at the time a recently released rdoN@and Juliein which a
woman,Jule, cooks her way through Julia Chil doés
experiences. Lauren writes in her gelflection piece that as she was talking to her mom
about this movie, Al started to timenk that i
kind of &éblogd about certain recipes | had n
influence of this movie on her decision to c
t hought about [the movie]. We |l | Kkbdok, | i e] coo
and | wanted to make sure | did the same thing. And | actually made all the recipes |
wrote about. And | 6ve made more than that.
(interview). Lauren uses not only her own experience with blogs to develogher o

critique but also the experiences of others.
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The remaining students in this study, Mallory (magazine advertisement) and

Veronica (magazine cover) as well as Michael, Bradley, and Derrick (recipes), did not
indicate on their surveys or in their inteaws that they had previously written in genres
that they chose for their critiques; however, | also did not list them on the survey, so |
cannot know whether they had prior experience with these genres or not. Overall, most
students, whether they pursuedre innovative or more conventional uptakes, did

choose a genre to present their critique in which they had some prior experience.

Studentsd Preferences for Taking Risks and F
One section of the survey thatidents completed at the beginning of the semester
attempted to uncover studentsdé6 gener al i ncl i
within the classroom by asking questiensic h as fil feel comfortabl e
writing withiniltherelasstroomoel aod t he rul es
ways thatl already know in the classroantsee Appendix 1). Their responses to these
guestions provide some insight into the writing preferences that they brought to this
course and into unit thre@.hese responses also reveal that those preferences were
followed by some students and not by otBessudents who were inclined to innovate
from the beginning did so in unit three and some who were inclined to use convention
from the beginning did so; yetters who were inclined to use convention from the
beginning ultimately opted for the more innovative. Some students also indicated other
mixed preferences for convention and innovation.
Veronicabs, Mi chael 6s, anddthaneynweeds surve
inclined to innovate at the beginning of the course, and all three did pursue more

innovative responses to the assignment. In terms of writing a paper for a class, Veronica
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agreed that one should respond to an assignment with a conagrdademic paper yet

was neutral as to whether one should use correct, standard edited English when writing a
paper for a class. This suggests some leniency in her understanding of conventional
academic uptakes. This leniency is also reflected indreeang that she felt
comfortable taking risks in the writing classroom as well as her strong disagreement (her
only Astronglyo marked) that she would choos
one to an assignment when given a creative option. Whdeael and Amanda agreed
that one should respond to an assignment with a conventional, academic paper and use
correct, standard edited English in it, they both agreed that they felt comfortable taking
risks in the classroom and disagreed that they wdwddse a conventional response over
a creative one. All three also agreed that they wished they would have responded in a
creative way to an assignment when another student has dofiéesepreferenceshat
they brought to Li |egtédgsheidecisios® pussatermnovaion have af
for this assignment, but also agreethat they prefer to follow the rules wfiting and
write in ways that theglready know in the classroom.i | yés and my attempt :
conventional uptakes, then, ynlaave more easily allowed these students to follow their
preference for innovation.
Two indicated from the beginning a preference for using convention, and both of
these students undertook two of the more con
responses suggest that she had the strongest preferences for pursuing convention within
the classroom than any of the other students. She strongly agreed that one should
respond to an assignment with conventional paper and that the paper should use correct

standard Edited English. She agreed that she prefers to follow the rules of writing and to
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write in ways that she already knows and was neutral as to whether she felt comfortable

taking risks in her writing in the classroom. Given these preferences,ot surprising
that she was among those making the more conventional choices in composing her
Power Point presentation. Ashleyds responses
for convention. She strongly agreed that one should use coreextasd edited English
for papers although she just agreed that one should write a conventional academic paper
in response to an assignment. She agreed that she preferred to follow the rules of writing
and write in ways that they already knows, and sheaimed neutral as to whether she
felt comfortable taking risks in her writing as well as whether she would choose a more
creative response over a conventional one when given the option. Both agreed, though,
that they wish they would have pursued a moratore option when they see other
students doing so (a belief that they independently stated during their interviews). Some
students, then, followed their preferences for convention in spite of Lily and | provided
them with opportunities to disrupt thewrventional uptakes.
Given this studyb6s attempt to encourage i
in terms of this study are the ones who indicated an initial preference for convention
within the classroom but, instead, pursued innovation withgthit and assignment.
Bradl eyds survey responses most strongly poi
reported that he strongly agreed that one should respond to an assignment with a
conventional, academic paper and that the paper should alwaysriess, standard
edited English. He also strongly agreed that he prefers to follow the rules of writing and
write in ways he already knows in the classroom while remaining neutral about feeling

comfortable taking risks in his writing within the classrooAdditionally, he agreed that
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he would choose a more conventional response rather than a creative one when provided

the option, and he was neutral as to whether he wishes he would have responded to an
assignment creatively when he sees another studerg silo. All of these responses,

together, suggest his clear preference for using convention, yet he composedaaecipe
genre that he and the others who composed in it identified as more innéviatidisplay

his critique. Mallory, who composed the maigazadvertisement, also indicates a

preference for convention although she also allows some room for pursuing innovation.
She disagreed that she felt comfortable taking risks in her writing within the classroom,

and she agreed that one should respond tssignment with a conventional, academic

paper, that the paper should use correct, standard edited English, and that she prefers to
follow the rules of writing and write in ways she already knows in the classroom. Still

she indicates more willingnessatinBradley to engage in innovation as she disagreed that

she would choose a more conventional response rather than a creative one when given the
option and agreed that she wishes she would have responded to an assignment in a
creative way when anothersautht has done so. Li ke Mallory,
indicate an individual who balances the comfort he gains from pursuing convention with
his desire to fAbreak the ruleso and to demon
agreed that one should respon@moassignment in a conventional, academic essay, but

he was neutral as to whether that essay must use correct, standard edited English. He also
agreed that he would choose a more conventional response rather than a creative one
when given the option. Yée disagreed that he prefers to follow the rules of writing and
write in ways that he already knows in the classroom. His choice to compose the

recipe a genre that he identified as more innovative but became more conventional
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within the context of thislassroomd appears to nicely coincide with his preferences.

Lauren and Ryan algmrovided mixed responses that appear to suggest a stronger
preference for innovation but also an understanding of the importance of convention as
well. Lauren who composed the blog, strongly agreed that she felt comfortable taking
risks within the writing classroom and strongly disagreed that she would choose a more
conventional response rather than a creative one. Additionally, she disagreed that she

prefered to follow the rules of writing and write in ways that she already knew in the

cl assr oom, and she identified Acreativeo as

Af or mal essays and research papk&aso as the
preferencehat she contradicted in her interview in which she indicated that she enjoyed
writing conventional academic genres and even found comfort and safety within them (as
discussed within the next section). This preference may also be reflected in hér neutra
response to the statement that she wishes she would have responded creatively to an
assignment Additionally, she indicated an understanding of the importance of

convention in her survey when she agreed that one should respond to an assignment with
a onventional, academic paper and that the paper should always use correct, standard
edited English. Ryan, too, indicated this understanding when he strongly agreed that one
should respond write a paper with correct, standard edited English; however aimeetem
neutral as to whether one should write a conventional, academic paper in response to an
assignment. Furthermore, he indicates a preference for innovation when he agrees that he
feels comfortable taking risks in the writing classroom, strongly deesghat he would

choose a more conventional response rather

creative writingo as the type of writing he

t

t
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convention when he agrees that he prefers to follow the rulestofgrand write in ways

that he already knows in the classroom and disagrees that he wishes he would have
responded in a creative way to an assignment when another student has done so. Both
Lauren and Ryan, then, demonstrate some mixed preferencesgJaith innovation
and convention, which may explain why they opted for what they identified as more
conventional genres that they still found to be innovative.
These results, taken together, suggest Wiate preferences certainly affected
studens 6 uptakes for this unit, they did not en
cases.Other factors that | discuss within this chapter appear to have worked either to
more strongly solidify preferences for innovation or convention or to modify those
preferences. Moreover, these results also highlight the importance of attending to the
individual within uptaké the students within this study represent the gamut of
possibilities in terms of preferences for innovation and convention and serve as a
reminde that students cannot be lumped together as they are individuals with their own
preferences and proclivities, even when students report having similar educational and
genre backgrounds and experiences. Finally, these results also suggest that knowing
stident s6 preferences as they come into a writ
the challenges as well as successes that students may face when inviting them to disrupt

conventional academic uptakes.

Studentsd Perception of Their Own Capabilit:i
Whether students pursued the more conventional or the more innovative, the ways
in which they understood their own capabilities, especially in terms of creativity and

writing (more specifically conventional academic writing), greatly affected their writing
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choices and final products. Some who do not view themselves as creative persons at all

(such as Lucy and Ashley) could not see themselves composing anything outside of what
they considered to be conventional academic genres (Lucy the PowerPoint poggentat
or genres that they had composed within the context of this particular class (Ashley the
letter to the director). Both found safety and comfort in familiarity and indicated little
desire to step outside of it. Others who also did not identify ag loegative, however,
did pursue innovation to a certain extent. Bradley, for example, composed his critique in
the form of a recipe (a genre he identified as creative despite others in the class also
choosing this genre) even though, as he writes isdifseflection piece:
Being creative, for me, is not very easy; some people are just born to be creative
peopleand | am definitely not one of those people. Through perseverance,
however, | was ablto put together a pretty good piece that accomgdistimost
exactly what | meant for it taccomplish. Another reason why | chose a recipe as
my genre was because | wanted®unique and not choose a paper, poster, or
PowerPoint like everyone elgethe class.However, when we did the peer
reviews in class, both dhe people that | reviewed didcipes as well. Even
though this happened, | still feekd a recipe is a good genreabioice for me
because it requires me to think outside the box.
While not believing himself to be creatveand be a figoodd convention
writer, he worked ha@l persevered, in his own worlgo create something that allowed
him to comfortably demonstrate innovation even though this threatened the comfort he

feels when performing conventional academic upgak
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Lauren, too, does not i dentify as a creat

creative persono as she states in her paper

what further complicates her decisioraking process is this belief qaad with her self

reported | earning disabilities. I n her inte
|l earning disabilities, and writing is one of
in English. So before | was diagnosed, | justspeatur s wr i ti ngé. |l donodt

handicaps in [English] class. o Lauren ident

writing because this is one of the subjects within the context of the academy where she
feels, in her own wonrdd sfi,n ofirsmaafle.,00 A cAosmfao rrteasbul
herself to be an especially competent writer within the English classroom, and,
understandably so, she prefers, even enjoys, engaging in conventional academic uptakes.
Engaging in innovative uptakes within thesdeoom, then, is especially threatening for
herontwofron8t hey ask her to be fAicreative, 0 a ski
and they call into question the absolute and overriding value of conventional academic
uptakes, one of the only placdse f eel s fisafed within the uniyv
choice of the blog to present her critique works particularly well for her because, as she
said, she was still able to be academic and write at the same time as being a just a little
creative in hepresentation. This makes sense given that Lauren, as she indicated in her
interview, sees the blog as both conventional and innovative, even though she locates it
as more toward the conventional within the classroom.

While Lucy and Ashley found theirepceived lack of creativity to be a hindrance
to more innovative uptakes, Bradley and Lauren worked with their perceived lack of

creativity and engaged in what they identified as more innovative uptakes that felt most
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comfortable for them. Students whaldiot view themselves as creative, then, choose

different kinds of uptakes, yet, in some ways, they all still limited themselves in terms of
what they believed they could successfully and comfortably achieve. Moreover, these
student s 06 p ecreatigtpinteractad inoimportart ways with how they felt
about conventional uptakes. The stronger the attachment to and comfort with
conventional uptakes, the less creative they perceived themselves to be, and this
ultimately appears to have affecteeittuptakes whether those uptakes were more
conventional or more innovative. Even though Bradley and Lauren engage in more
innovative uptakes than Lucy and Ashley, they still opted for more conventional uptakes
within the context of this class (the rediaad within the writing classroom more
generally (the blog).

Conversely students who chose more innovative uptakes often perceived

themselves to be creative and indicated a weaker attachraeeh an aversi@nto

conventional academic uptakes becausetheyd not bel i eve they were
Afgoodo writers. Veronica, for instance, exp
the magazine cover because Al | i ke to draw a

present it in any way we wantedhbught the magazine cover would be the best because
it gives me the chance to be satirical and get people to laugh and actually see what | am
trying to convey. | thought it would be a lot easier for me personally because it is harder
formetogetdownwknt | want to show in writingo
to be creative and show her creativity
because, as she puts it, Al am not that

(intervi e w) . Mi chael also questioned his wr

(1 nt e

ifwas

stro

i tin
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spent more time on units one and two because
itébut | probably spent more thougdnd i n this
ponder ideas and you know beat back and fort
Mi chael 6s feelings toward writing became eve
indicated that he was going to write an essay for this writing pfojeetexplans he did
so fibecause | didndot know we could do ot herw
have to do it in an academic essay. 6 And [ Li
you want . 0 So | was |like, oO6serkewdohat ,l tkat
writing. | was only going to do it if we ha
Michael feel about their writing abilities, the opportunity to engage in innovative uptakes
that did not include what they traditionally identifieslariting was a welcome relief.
Both of these students are not what most would traditionally identify as a weak and
struggling writers (based on their previous writing projects and other writings in the
course), yet they certainly and adamantly belieeentbelves to be, which, in turn,
affected their decisions to pursue innovation.

Regardless of whether these students pursued more convention or more
innovation, they often talk about writing and themselves as writers in terms of
conventional academic wgkes, such as those that result in the academic essay. In other
words, these students appear often to be working within narrow definitions of what strong
writing is, mainly that strong writing occurs withoonventional academic uptakds.
they were notriting a paper, they often did not view it as strong writing; and if they
were not writing a paper well (as they defined it), they were not strong writers. Yet
Veronica usesany words and phrasesonhea gazi ne cover and Michae
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includesan overview statement, a set of directions, and a final concluding tip, certainly

not as much writing as they would have done for an academic@asdagrtainly a very
different kind of writing than what they would have done in an academic bssatll
writing noretheless When | asked Veronica to remark upon the fact that she did write on
her magazine cover but she does not view herself as a strong writer, we had the following
exchange:

Me: | was interested [by your comments about not being a stroteyMrecause

you do write on this cover. Why is this not writing or strong writing?

Veroni ca: I donodot -leflection piece is nohstromgkwritingg at my s
but é

Me: Whatoés the difference?

Veroni ca: I dondt Kk n tysis.and stWfrisshardenfggme paper

than getting my thoughts down in a way th
Me: Does this writing not require analysis and critique?

Veroni ca: I't probably does, Il just donoét
Me : Wh y ink gon @otice iy as much viith an analysis paper?

Veronica: | guess writing the genre of the paper is for me, like, more hard for me

to do because 1 Om thinking way too much a
doing it just comesaldygyt draklel y tandtlo comdti
weird, |l dondt know.

Whether students perceive themselves to be strong writers seems to have more to do with
how they see themselves performing conventional academic writing rather than how they

see themselves germing other kinds of writing, less conventional writing, within the
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context of the classroom. If writing comes more easily for them iracademic genres,

it seems they do not identify it as strong writing. Often writing within the context of the

acacgmy must be hard and they must struggle with it in order to be doing it well.

Studentsd Understanding of the Assignmentds
All students, to some extent, engaged in uptakes that they believed Lily wanted

them to perform whether they thought thogpeakes involved critique, creativity, or both.

In short, they all wanted to please Lily and complete the assignment in ways that they

perceived they were supposed to do. However, the chief difference between students

who made more conventional or mamaovative choices is that the former understood

this unit as only stressing the importance of critique while the latter understood this unit

as stressing the importance of critiqaredas asking the students to be creative and

innovate.
| explicitly aked each student during our interview what they identified as the

goals for unit three. Those who chose more conventional uptakes unanimously responded

t hat the goal was to | earn how to critique.
6so whatboguas to why [what we identified wi
el aborates by stating that A[Lily] wants, sh
She really wanted us to understand why our g

(interview). Ryandés draws his use of the fAso whato
in which students explored the analysis pape
what 0 qguestion as a way to aid them in their
unit and, thus, understands critique as aski

also transfers Lilybés focus on the fAso whato
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connection between this unit onaghnhsmosti t t wo , e

concerned abouto because fil had some probl en

thought the goals were to not just give your opinion but do it in an intellectual way and

give evidence on it to suppoefurthevdpecifiesy ou wer e
that ngoals were just to academically critigqg
doesndét allow the users to be creative. 0 I

describe why she shoul d taareneadiher§ who idemtifiedi e w) .

critique as the goal also positioned this unit in relation to former units. Ashley explicitly

links this unit to previous units, specifically unit 1, stating that the goal on this unit was to

il earn how tondritbhaguéehasgeened a@apushing you

|l earned mor e. Like in the first paper, she

(interview). Lucy also creates a link between all three unit by bringing together critique

from unit three, angkis from unit two, imitation fromunitodeiit he goal was bei

able to critique a genre and analyze it and
Not only did these students identify critique as the primary and only goal for the

unit, they als@xpressed discomfort with and confusion about the process of critique.

When designing this unit within the context of this courdmlieved innovation would

fit best within the third unit in which they undertook critique. For me, critique and

innovatian go handin-hand as critiques often lead to innovations and vice versa. This,

however, was not how all students experienced critifg. udent sdé confusi on

critique may have resulted unitsanchthdiri | yds ¢ omme

experierces in previous units (as discussed above), but they expressed a more general

confusion about the act of critique as Wed relatively common experience for figear
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students as many composition educators can attest. For example, Ryan notes that he was

Anot very comfortabled in this unit fAbecause
what the project wasél wasndét very clear on
i nnovation together, then, may thparsue i nterfer

innovation rather than aiding or encouraging them to do so.
Pairing critique with innovation, however, did seem to work for other students,
especially those who chose more innovative uptakes. They also identified a primary goal
for the unitto be critique but they also found creativity and, correspondingly, exploration
and freedom to be secondary goal s. As Amand
to explore different genres. This was the first time we were able to choose whatever we
wanted to do instead of just writing a paper. And to focus in on the specific critique
guestion you choose. And to best answer your genre according to that critique. Um, |
think it was kinda more like a unit of exploration, giving us a little bit mmgredom to
decideo (interview). Ot hers made similar st

exploration and discovery that Amanda observes. Derrick explains that the goals were to

5t

figure out how to critique buemtminda t han th
Afun way to critique a genreo and to fAmake o
Veronica considers this wunit in relation to
more creative because Wwenyouare gntidgta paper,iult, i qui ng
like, these are the things you need to write, and it was more like you take it and however

you want and create your own critique in wha
Within these statements, Amanda, Derrick, and Veeoaiso indirectly link the

goal of critique with the goal of creativéiythey not only needed to discover a critique
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but al so needed to then discover ways to fbe

creativity but also, as Derrick notes, someeensof agency (fAimake our ow
somet hingo). Mi chael explicitly connects <cr
goal s were Ato be able to, | mean, obviously
thoughts i n a dirftfheerre ncto nwreeyn,tos atnhda th efi [fLu | vy ]
something creative, and something that ties
students who reported opting for innovation, then, presenting a critique and being

creative were not independent goalsr were they enough alone. Although they might

not have explicitly stated it as a goal, their responses indicate that they found a third goal

to be bringing together critique and creativity in ways that were productive for

themselves and their potentaudience.

Sudent® Bel i ef and Tr wesrablewithimthe Clagsnoaon@atexti on i s D
Nearly all students indicated that they initially experienced a general distrust of

the assignment and Lily. While Lily and the assignment may ted@estudents that they

could innovate, students did not always believe that this was, in fact, the case. Derrick,

for instance, explains that @Al thought that

academic essay], butwhlatdiLdd &t mreaaltloy (ti mitrek vti

thinking that he did not have to write an academic essay, Derrick is wary of this

proposition, thinking that Lily did not really mean it when she said they could present

their critiques as they wished. Similarly, Asifelt as though the assignment was

confusing and almost a trick. Even though the assignment sheet said she could use any

genre, she said that Ait was just kinda conf

freedom. | dondt nohi mkihkwas wasi nkimg,) nlg dve
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pick whatever we wanto (interview). Veronic

i nnovation because fA[she] felt Iike [she] ne
di fferent, 0 s o me tiohal atagenictupgtaies (intetviaw). Steoneedez n
and wanted that permission to be explicit as it was not enough for Lily to simply say they
could present their critiques as they wanted. Veronica needed Lily to explicitly approve
of her choice of the magiae cover before she believed that she could innovate within
this assignment.

In addition to distrusting Lily and the assignment, many also simply did not
realize at first that they could write something other than the academic paper, even
though Lilyhad told them that they could when discussing the assignment on the first day
of the unit and the assignment explicitly stafe, o u  wi | | choose how you
the critique of your chosengerse. Thi s bel i ef that they had t
academic genres was most clear in several of the earlgss writing assignments
during the unit. I n response to the prompt
Lily asked them to respond to after reading the assignment sheet aloud asslinisitu
as a class, Lauren summarizes the assignment
also have to do a seléflection piece that will explain our thoughts and analyze the paper
we have produced. 0 She I mmedinwhichesheyista dent i f i
present her critique without recognizing the possibility that they could present their
critiques in another genre. What is especially interesting about her response, though, is
she uses fipi eceroeftloe dteisem ¢ bed tithes creil be t he ¢
Presumably she believes the response will be a paper of some kind since it is intended to

Aexplain our thoughts and analyze the paper,
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critique as a 0p asuggestsa moretenventiomaleacademic gepregp er 0

whil e her use of fApieced suggests somet hing
In response to the same prompt, Michael also initially identifies the genre in
which they are to present their critique in as a paper. fi{esxhat:
This assignment is asking the reader, a student, to write a critique paper. While
writing the paper the student must obey a
assignment or they will | oseéithows possib
the student that there is not one particular genre a subject must be written in. Itis
asking a student to be a good game player and to follow the rules and guidelines
of the story.
Michael indicates at first that the assignment asks him, therdfudevrite a critique
paper; however, he demonstrates a much more complex and confused understanding of
the assignment as he continues to work through what the prompt is asking of him. He
then moves on to indicate that the genre in which the assignvasngresented, game
rules, may have led him to his first conclusion that he needs to write a critique paper
since the focus on Arul esodo suggest more rigi
believes he must be fa good folowsite rues,my er , 0 an
his case, of the classroom. He also acknowledges, however, that the game rules may be
showing the students that they can write their critiques in other genres than the academic
essay. Hi s use of 0 s tdofhysoesporsd slymals higghnaen @[ g a me
confusio® is he following game rules or a story? Is he writing a critique paper or

something else? Faced with the reality that there may be more than one genre in which to
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present his critique, he may be working to erstiand what this may mean and what this

many look like.

Several students reiterated this belief that they initially believed that they had to
write papers for their critiques during their interviews (which occurred after they turned
inthethirdwritlg pr oj ect ) . Mi chael, for example, fAd

ot herwisedo and thought he had to write a pap

choices existed, he explains, fAthis changed
confused becausesa he states, Al thought we were supp
paperso (interview). Drawing on his previo
assumes he was to just write a paper | ike ha
tookacoupp days of realizing what we were doingbo

write a paper (interview). Lauren also immediately assumed they were writing another
academic essay because fA[she] didndt know ho
(interview).

Students began to believe and trust that innovation was not only desirable but
possible during the second and third weeks of the unit. They identified two primary
experiences as central to their realization that the assignment and Lily really meant tha
they could choose any genre to present their critique: viewing examples of critiques (I
detail the effects of viewing examples below as a separate factarjemiohg a class list
of possible genres in which they could present their critiques. Thelidiathat the
students generated together without input from Lily during the third week of the unit and
after they had viewed the examples of critiques included: academic essay, advertisement,

movie/book review, wedding announcements, freewrites, sahep vposters,
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magazines, newspaper article, syllabi, letter to editor, mission statement, video game,

game rules, political cartoons, blogs, email, PowerPoint, speech, rubric, recipes, and art.
At the conclusion of generating these examples, Lilyaskesdo how can you pr es
your critique?0 to which Bradley responded,
|l i sted here. o

The class list and the resulting discussion of winit critiques could look liké
Ai't coul d be anyt hdisnege nbe da st oD eerarsi ec kmarneymasrtkuedde
concern as well as to allow them to actually believe that more possibilities existed beyond
the academic essay or PowerPoint. Ashley explicitly referred to the list as a major
turning point mherdebdadeaeuda sitaf tigar maede me r eal
[ get to choose whatever we want] é.itds not w
became really clear we could whatever we wan
want 60 (i nt er ypdintsto)Xhe impottamae ofehe claad list lbecause it
allowed her to see that many different kinds of possibilities existed and that she could
engagen those possibilitiesAfter their first inclass writing in which Lily asked them to
draw a critique otheir roommate rather than describing the roommate in words (the only
way in which they responded to-afass writing response until this point), Lauren was
concerned that she simply could not do what Lily wanted them to for this assignment.
She explains hat nAafter we di d t &hereidmoavayilcagdocr i t i qu
anything liketha® so | ki nda thought it was bl ack and
something artsy or right. And | was lik®o, no, nddlwasliked canodtustdo art . |
c a n 0 t6 Ambddhen wie started making the list of everything we could do, | was like

avow, I cando allthisstuid ( i n t Baing aslkedtp respond to arclass writing
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prompt with drawing instead of writing caused Lauren to believe tieag¢isher had to do

something fdanhdydroghfioi bt her meant conven
or Power Point because she felt she could not
that she could engage in an uptake that she considesexeme than art and that she
could viably engage in those uptakes that her trust and belief in Lily and the assignment
began to change.

Lilyds classroom persona and personality
that innovation was desirlgh although fewer students noted Lily herself as having a
direct effect on this than the class | ist an
particularly important for Mallory, the only nemaditional student in the class, who
servedintheNavy or several years before entering th
in the process of getting out of a military
and do it. But now that | got have gotten to know Lily and how she really wants us to
push ot outside of the bounds, | feel more comfortable with her because I think she
appreciates riskso (interview). She added t
ideas and flexible with studedibhadtonbnt er est s.
other factord encouraged her to pursue a more innovative uptake rather than a more
conventional one because she feels comfortable enough with Lily to take\fesksica
also expresses thiager perception ofily encauraged her to pursue innovation i tver
style, | guess maybe | see her as that young teacher who wants to see creativity and not
the one who wants you to just do point bl ank

good personalityo (interview).
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Student sd EXxpos urieccExampleoMonbvatiorpl e and Va

As indicated above, even after students realized that they really could innovate
within this unit and assignment, it still took time before they understood what this could
and would look like. The studegenerated class liss well as the examples of critiques
that Lily and | provided for them had a significant impact in terms of whether they could
actually see themselves pursuing innovation. In other words, knowing and believing that
they could innovate was one thing; knog/what this would look like for themselves and
even others was another issue.

As detailed earlier, Lily and | provided students with several examples of
critiques that included posters, songs, blogs, websites, artwork (sculpture and paintings),
poems short stories, comics, speeches, creative nonfiction, video clips (such as youtube),
newspaper articles, editorials, academic articles, and academic articles with visual aids.
Overall, viewing these diverse examples did appear to provide studentshvahder
understanding of the ways in which they could compose their critiques, at least to some
extent. Veronica explains that #fAl didnoét kn
do it in, and | thought the options would be an essay and PowerBairitchoose the
Power Point at first because | thought it wou
this changed, she notes the i mportance of se
know that we could present in any form until [Lily] elaborated. avid [Mallory] were
talking and she said she talked to [Lily] ab
really cool, |1 wonder if we could do that?2o
didndét want to write acopeawoeldbe mordeffactiveo ught t he

than a Power Point. o Whil e seeing the exampl
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pursue a more innovative uptake, hearing from another student that she talked to Lily

about her idea of using an ad to make her critique niexde texamples more of a reality
and less of an illusion.
Similarly, Amanda explains that she began to feel more comfortable in this unit
when Al got to see so many examples and saw
have considered to be paf an English class before. So it just widened my, it just

caused me to notice things around meéitds br

expect, whatodés to come, whatos really consid
things |ike.thdamanfadseresewhse here indicat
notions and expectations of fAwhatods really c

ability to pursue something more innovative. Seeing many examples helped to broaden

her understanding ethat was possible for this project but also what is possible within

the context of an English cl ass. She expand
[Lily] and after we got all those different examples and after | saw what other people

were doing) got more comfortable. And alltheprer i t i ng exerci sesé. all
examples were very different and I never wou
(interview). While the examples certainly helped Amanda see how she might innovate,
hercomments also suggest that the examples alone are not énibugds the provided

exampl es and pe ewmitihgexearcisas tind tplkireygo Lidy that allpwea

her to see innovation and then to pursue something more innovative herself. & was th
combination of seeing examples from others and peers, dialoguing with Lily about her

project, and engaging in disruptive and innovativevpriéng exercises that mattered for

her.
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Ashley, who ultimately pursued what she reported to be a more raoorve

uptake in the form of a letter to the director, also noted the importance of seeing

examples; she explains that she did not know
t hought fAa Power Point, I coul d dloeablentat . And
explain myself and | dondét know how el se to
thought o6oh I dondét want to write an essay a

Power Point wouldndot get my phereargaloaofmooes s and
fun and exciting ways to present my infor mat
examples and developing a class I|list all owed
push ito (as Ashl ey says) lythowfarbilywoold and perh
actually let them push it. Veronica, Amanda, and Ashley indicate that it was not just a

matter of seeing examples that helped them see how they could engage in innovation but

that is was also a matter of believing that they realydinnovate and that Lily really

wanted them to do so. The examples served t
them to innovate from the academic essay. This suggests the importance of building an

environment in which innovation is both illugted and genuinely encouraged.

Student8 | dent iaMoreGonventonali 8a-0fx Upt akeo
Even after seeing multiple examples, trusting that they could innovate, and
believing they themselves possessed the capacity to innovate, several wtemrepor
pursuing more innovative uptakes still expressed wanting a sense of safety and comfort.
They often gained this sense of saupety and c
uptakeo that they could use i f refmoey found th

successful or as successful as they wanted them to be. For instance, Mallory remarks that
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throughout the unit, the essay was her fndback

the ado (interview).
While Mallory was one of the only studemdsexplicitly commat that she had a
i b ack ounpher mersiews t u d eespanses to iolass writings, specifically the
ones in which they reported and rankieelgenreshatthey were considering using to
present their critiqueduring the thirdveek of the unit, suggest that other students also
had more conventional back up uptakes in mikidst indicated two possible genres that
they were considering (a few noted three), and all ten students listed either the essay or
PowerPoint (and sometimbsth) as genre possibilities that they weoasidering
pursuingat this point in theinit. Whetherthey listed a moreanovativeoption as their
first choice (such as Mallory citing the advertisement or Michael citing the rexipe)
more conventionadne all ten students listed a more conventional academic genre as
their seconahoice.
Their reliance oronventionaliptakes most notablyhe essay and PowerPqint
despite considering other more innovative uptaisasest explained by Veronica, who
sa d that while this assignment and unit dAbro
that Ayou can al ways | AdditionallyMichael noteshmpwaa per 0 (i n
he feel | ike he fAis writiongand elL uscthahee xkp Inadi no f
conventional uptakes are just simply easdgoerform (interviews). These beligfsght
have allowed those wheanted to pursumore innovative uptakes feel safe knowing
they cauld return to something that they kméow to do if theimttemptsatinnovation
failed. Fear of college and fear of college educatwyg have factored into their choice

of more conventional back up uptales we |l | . Bradley mentions t
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freshman in coll ege, youolantkyougvanitedothem cer t ai n
just to get it righto (interview). Al ong si
good grades in college, you need to Afoll ow

teachers, like | was in high school. | would nevetldad to my professors now because |
am scared of them. KBanventionalaiptakes are deentas sgf® u  k n o w.
both because they are often Arighto since an

because they will, most likely, get you a gooddsy.

Studentsd Sense of Empower ment

Those who described their choices as more innovative often indicated a sense of
empowerment that they experienced throughout the unit or that they felt more strongly at
the end of the unit. This sense of empowermasthaps not surprisingly, appears to
have resulted from having more freedom to discover and choose their uptakes. As
Amanda explains, fAby giving us more responsi
grow a little bit. To go out and find not only& critique you wanted to do. You had to
go out and figure out what best suited your topic and then go out on top of that and pick
the best genre to present it in. So you got
(interview). For Amanda, having thesgemended opportunities allowed her to find
ways to express herself, and while this initially caused her some level of discomfort, she
ultimately found herself more comfortable and more empowered to make her own
choices. When asking about her comfort levighin this unit, she remarks:

Actually I think | felt most comfortable with this one out of the two previous

ones. After | got going with it, | got a clear critique, and | had a clear topic of

what | was going to do. This one | felt most preparedspedt the most time
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editing and revisingeée.l think it is becau

critique topic and the genre, | think helped me better personalize it and do
something | was most comfortable with.
Her use of fpr irevdaling Jhasriviegerofettingsher qnake heeown
choices, to choose her own uptakes, provided her with opportunities that she was
previously not allowed to explore within this course or other courses. And this appears to
have led her to feeling meprepared and even more invested in this project and unit than
previous ones. Mi chael expresses a similar
open more to what | wanted to do, it was kin
t e a ¢ mterviedv). While Lily and | certainly provided direction and tasks for students
to achieve throughout this unit, Michael did not experience this writing project as
confining or |imiting as others. Li ke Amand
intr ests and develop his own direction rather
This privilege (as Amanda calls it) of being able to choose their own uptakes was
a new experience for several students within this class. Without having to engage in
conventional uptakes, students who wanted to pursue innovation found themselves within
unfamiliar territory and, as a result, indicated that this writing project required more
Athinkingodo than ot hers. Mal |l ory expl ains th
When [Lily] opened it upd being able to express your idea in any way, like, |
really had to think about could I really do [my critique] in[to] a song. Like | spent
a day, and | had to think é6how can | real
really make it into something| s e ? 6 So [the project] was

think about different ways. And then within those ways, | was really critiquing
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my own i deas. Like 6how this would worKk
that s how | t houghnkouiside.a.l(ilteovievedd me t o r e a
Mal | orydés explanation of how she fAreally had

not surprising. Without relying upon conventional uptakes, she wanted to discover new
uptakes, more innovative uptakes within the conbéxte writing classroom, that would
wor k for her critique, a task that Apushedo
not have to for the first two projects. She needed to exercise a different kind of thinking.
Derrick describes this differentay of thinking best when he illuminates what he gained
from the third unit and the writing project:
as | thought of [the recipe to present my critique], my mind was filled with ideas. | had
to write everythiy down because | didndét want to for ge
invited students to not just engage their critical thinking skills, which are standard in
conventional academic uptakes; it also asked students to engage their creative thinking
skills, alowing them to explore possibilities rather than simply following routine. From
this, students, such as Amanda, Michael, Mallory, and Derrick, may have derived a sense
of empowerment not only because they were able to choose their own uptakes but also
beause they needed to think creatively and actively about what their uptakes could and
would be.
While students indicated feeling empowered during this unit, several also
commented on what they gained in this unit and how that would carry into future
situations. Derrick, a future marketing major, explained to me that this unit was most
beneficial for him because fiwe had to think

doing stuff. My area is marketing, so | need to think about creative slogans. So this
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[ uni t ] hel ped a Il oto (interview). Derrick fe

b o & a skill that he finds directly relatable to his future cabeand he indicates that he

gained a sense of empowerment, noting that he felt more comfortable ad thietl@s

unit Abecause | succeeding in doing ito and
do it againo (interview). Derrickdés wuse of
what he gained from the unit was not simply successfullypteting his writing project.

He now feels that he can successfully employ his creative thinking skills and innovate to

some extent because he has gained the tools necessary to do so. Bradley also found this

unit to be particularly beneficial becausehas e x pl ai ns, fAl was abl e t
|l wasndt comfortable with. Now | know that
given the option. Not only in English cl ass
would use it for, but certainlylacn use it againo (interview).

of an idea as to when he will be given the option to engage in more innovative uptakes in
the future as Derrick does, he, too, feels better about his capability to engage challenge
and innovation, ahhe no longer sees himself as only capable of performing conventional
uptakes.
While | cannot say definitively that it was this sense of empowerment that these
students reported that led them to pursue more innovative uptakes, it certainly allowed
them to explore possibilities that they might not have in the past. Believing themselves to
be capable, they left the unit feeling more confident about their abilities to innovate or
At hink outside of the box0 anmntonlgfarthist he benef

unit but for their future courses and careers.



Studentds Access to Resources

The | ast factor | want to briefly address
resources may limit their attempts at innovation. Only one studentcRemmments
on this particular factor, but it is significant enough to warrant separate consideration.
Derrick wanted to make a video clip, similar to the Sarah Haskin example, but as he
explains fAimaking a movi e r ewauldmwaveibeen® an act u
good way to portray my <critique. | just did
v i d e o-tefle€tions paper). It is important to keep in mind, then, that even when
students may desire to innovate in certain ways and beéhavéhey can do so, their

access to resources and their material realities may work to limit them.

The Power of Working Within and Against Conventional Uptakes

One of the most substantial insights gained from the results discussed above is the
profound power of conventional uptakes, particularly conventional academic uptakes
within the context of the writing classroom. This power, while evident throughout the
unit and all the interviews, became most clear to me during my interview with Lucy.
After seeing multiple examples, working with peers on their projects for several
classroom periods, and seeing presentations at the end of unit in which everyone
presented their final projects, Lucy still recalls that everyone wrote a paper except for her,
who composed a PowerPoint. When | asked her how her project fit into the unit, we had
the following exchange in which she explains why she chose to do a PowerPoint and why
she thought it was at | east fia |ittle creati

conventional:
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Lucy: [Lily] was |ike 6do you really wan

something you never wanted to do before o
cl asses?60 Cause, |i ke, didndét everyone |
Me: For this paper?
Lucy: Yeah.
This exchange was patrticularly revealing on two levels. First, despite Lucy seeing other
peopl eds projects, most of which were not es
projects during classroom peer reviews and during thegtite-unit presentations, only
a week after the completion of unit three, s
essdyled belief certainly serves to support F
memorie® the memories of conventional academic uptakesamuch so that Lucy
remembers everyone just writing an essay even though that simply did not occur within
this unit and she witnessed it not occurring on several occasions. As a result of this
memory, she recalls her PowerPoint as being more creht@ent ot her students?o
even though, again, she acknowledges it was more conventional. Also of note here is that
she pairs this observation wit B Lilgasingmmary of
Ado you really wantd inthe forsmtofeajguestientarsdinat@ your b o x
statement. Lucy understood this unit as an invitation to innovate, not as a request or even
suggestion as did other students who fAheard?o
i nnovate. Her At a kghnmegt asuspch appetrs th haveyaffeetedd t he a

how she remembers what other students produced and, in turn, how she views what she

™ Not one of the ten students in the research study composed an academic essay; however, from the final
presentations that | witnessed as part of my classroom observation, | was able to asatghledst one
student did compose an academic essay, but the majority of the students within the class did not present
their critiques in an academic essay.
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produced. In other words, there are at the very least three levels of uptake interaction

herd Lucyb6s upt ake o¢anlvithtignpwhichais tarin, gnocomages hera
to pursue a more conventional uptake of the assignment with the end result being a

PowerPoint presentation, which in turn, allows her to recall other students producing

academic essays and to see her PowerrPoi as mor e creative than

Uptake certainly is a messy, complex process.
The second level of import concerns my own language use and conventional

uptake within our exchange. When | was unsure about what Lucy was referring to when

ot

she said Adidnét everyone just do an essay, O

paper ?0 |l did not say assignment, unit,
that | designed referred to it. Despite being immersed in theory and nayateséudy
that sought to disrupt convention, performing interviews with students that sought, in
part, to discover the ways in which disruption works, and designing a unit that sought to
encourage students to not definethieprdiectinst a
terms of a conventional uptakea paper. The power and memory of conventional
uptakes are quite great indeed.

Despite this power of conventional uptakes, many students found the motivation
and desire and rhetorical agenoynnovate to varying extents within unit three. While
the innovations that many of them performed might not have been as large a scale as |
had initially hoped for or imagined, many students worked within and against this power
of conventional uptake® tquite a large degree within a span of a four week unit within a

sixteen week course. Working against years of convention cannot be done as easily or

pro

pape
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quickly as my idealism may have wanted, but it certainly can be done, and these students

stand as a testent to that fact, as do their safsessments for the fourth unit.

When the third projects were turned in, students turned their attention to the
fourth unit. This unit asked students to revise either the first or second writing project
(bothof which required students to compose in conventional academic genres). In
addition to this revision, students were to compose aassé#ssment. In the past, Lily
informed me, she had always asked students compose tha&ssetisment as an essay;
however, she felt that requiring them to return to a conventional uptake without any
choice would be counterproductive to the classroom atmosphere and rhetorical agency
that we sought to foster in unit three. On her own accord, she revised unit four te includ
the option that students could compose theiragdessments in genres of their choosing.
The instructions f or t hthessecond papofivetimg of t he p
Project 4 asks you to assess your work in this course and, particulariyigiens you
made to your original essay for Writing Project 1 or 2. You may conduct this self
assessment in a genre of your choosing. Li |y al so provided some f
noting that they should:

¢ Include some discussion of what genres yowkhefore this class, how you used
those genres in writing the papers for our class, and what new genres or elements
of genres you had to learn in our class.

e Explain what major changes you made in your revision of Writing Project 1 or 2
and why you made tlse changes (ideally, you should connect that discussion to
your assessment of your strengths as a writer and what you still want to improve

in your writing).
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Whil e these specifications may have | i mit

do all assignrants), six out of the ten students in this study chose to pursue more

innovative uptakes in their final sedsessments, and the ways in which they

demonstrated innovation was more widaging than within the third unit. Veronica

wrote a fictionalshos t ory entitl ed fiThe Odyssey of Engl
accompanying visuals; Mallory composed a photo essay that only included images and

song; Bradley created an interview in which he responded to questions from an

interviewer; Lauren detailed a pHoy-play analysis similar to those done by

Ssportscasters; Ryan pr odu eAesds eas sbnreonct hou rceo nepnl tei
with titled subsections and I mag¢ssessmeatnd Lucy
Survey. o Ver oni c a urgue thordManbvativeruptakes wasmaia ce t o p

surprise given that they did so in the third unit and expressed comfort and pleasure in

doing so in their interviews. Bradleyds and
both expressed such discomfort witkie third unit and their perceived proficiency in

conventional academic uptakes during their interviews. Ryan and Lucy were, however,

by far the most surprising. Both composed PowerPoints (Ryan added an oral speech to

his) for their third writing projestand expressed a clear desire to pursue convention

within their interviews.

While some students who reported pursuing more innovative choices in the third
unit did so in the fourth unit, others who also reported doing so did not for the fourth unit.
Derrick composed a business letter to Lily; Michael opted for a traditional academic
essay; and Amanda wrote a personal essay. Ashley also composed a personal essay and

is the only student who chose a more conventional uptake within the third unit and kept



212
with this preference in the fourth project. Why Derrick, Michael, and Amanda did not

continue to pursue more innovative uptakes within this project | cannot say for certain. It
may have been due to their perception of their capabilities and an accamgpsatyse of
safety or their desire to please Lily to receive a good grade or their understanding that
conventional genres easily allow analytic critique. It may also have been a matter of time
restrictions as it was the end of the semester; they mighktdregaged in uptakes that are
easy and quick for them. On this point, | can only speculate. What is most surprising
about both Derrick and Michael, though, is that they both expressed a clear dislike, even
disdain, for conventional uptakes as well aehnite desire to pursue innovation when

given the choice, yet on the fourth assignment, given the choice, they chose the more
conventional.

Whether students within this class will choose more innovative uptakes or not
when given the chance to do sdtie future | cannot say,but as many of their self
assessment portions of their final projects suggest, at least in the context of this class
some students did transfer those creative thinking skills (as Derrick calls them) that they
experienced withinnit three into other writing situations. Their safsessments also
highlight the importance of attending to the individual within the uptake process. When
permitted and allowed to compose in other kinds of genres than conventional ones,
individual stuents engaged in various upta@iesore innovative ones and more
conventional ones. It is the individual, as a socially situated yet acting being, who
selects, defines, and designs (in Freadmanos

selfassessmentadicate a contextual and shifting nature of uptakes for individuals: that

12 Such data would require longitudinal case studies, which were outside the scope of thib prsgest.
Future areas of research could pursue more longitudinal studies of individual students to better ascertain
transfer value and possibilities.
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is, uptakes are situated actions, not static behaviors. While some students continued to

pursue more innovative uptakes, others returned to more conventional ones. Finally,
while the selfassessments suggest the power of conventional and conventionalized
uptakes, they also suggest that educators can work to capitalize on this power by
conventionalizing alternative uptakes within the context of the classroom so that students
see thenas viable and valued. | turn my attention to such pedagogical and theoretical

implications and considerations in the conclusion.
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CONCLUSION

AShe Wasndt Teaching as Much as We We
A Pedagogy of Uptake Awareness and Disruption

At theend of our interview, | asked Michael if there was anything that he would
like to add. After some thought, he replied:
Like with the first and second unit, [Lily] did a lot more teaching. And in the
third unit, | felt like she had us learningmoreh & wasnét teaching as
were learning, if that makes any sense. Like in the first and second unit, maybe
shedd teach and wedéd only be getting 70 %.
more out of what she did teach.
What | find most interestmabout his comments here is the way in which his
understanding of his own position as a student has shifted between the first two units and
unit three. While still positioning Lily as central to the teaching process in all three units,
Michael sees him#feplaying a more active role in his education and learning during unit
three. In other words, in the first two units, he sees himself more as a passive subject
who is taught by Lily, but, in the third unit, he begins to see himself more as an active
subject who is learning. While Lily did teach differently during the third unit than she
did during the first two units (as one of the goals of the unit was to encourage more peer
coll aboration and reliance), arguedsyoshe t a
the third unit as she did in the first two units. The differences that Michael identifies
between units one and two and unit three, then, appear to be influenced more by his
perception of his own ability to act as an active participant witlsown learning than

by Lilybds teaching.
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Mi chael 6s comments provide me with hope t

and disruption can work to create in student
means of making meani mlgiamakingdandtshapirtgthéirh ey can p
futures through competent and confident action (Kress). While the research results
chapter focused on the disruptive aspect of
produced texts in response to unit three, uptake awssghays an equally important role

within this pedagogy. Throughout the unit, students were asked to explicitly discuss and

analyze writing tasks as well as how and why they were responding to them in an attempt

to get students to critically think abobieir uptakes. For example, as noted in the

previous chapter, immediately after students responded to the writing prompt with images

instead of writing, Lily asked students to respond to the following praimptn t he past,
you have responded to-akass pompts in writing. How did it feel to compose in another

me d i ulmahdther example, in the third week of class, Lily asked students to respond

to the f ol | efledtmagk opthepaspiwo:weekshf class since we started the

third unit. Have tings felt similar to or different from the first two units? Why or Why

notd Students did not need such moments of wu
innovative uptakes since disruption alone could have enabled and encouraged this.

However, these moment$ uptake awareness paired with disruption increase the

possibility forcritical interventions in uptakes, rather than simply interventions. Within

this pedagogy, disruption can only be as effective as the awareness that accompanies it
andtheneedthatdi ves it . I n order to truly encour a
means of making meaningd and gain a sense of

writers need to experience both an awareness of their uptakes and a disruption of their
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uptakes sohat they can then make purposeful and informed decisions throughout their

uptake processes.

In what follows, | outline some of the issues that must be taken into consideration
within a pedagogy of uptake awareness and disruption that seakend to the
individual and provide her with the sense that she is the maker of the means of making
meaning while still acknowledging that all individuals operate within the highly
conventionalized context of higher education within the classrocentai@ly any
generalizations and overarching pedagogical strategies that | outline here and elsewhere
in this dissertation diminish the focus on the individual to some extent, but this is a
challenge that all educators encounter when faced with the téskabing a classroom
of individuals. And | believe it is a challenge that we must and can work within and
against. As such, | consider how educators can work to conventionalize alternative
uptakes within the classroom and how educators as well asschah attend to the

individuals within the classroom in a pedagogy of uptake awareness and disruption.

Conventionalizing Alternative Uptakes in the Classroom

One of the most pressing concerns within a pedagogy of uptake awareness and
disrupton is the profound power of convention and conventionalized uptakes within the
academic context. Students do not come into the composition classroom as blank slates;
rather, they bring with them from previous educational experiences strong notions of
whatar e and are not acceptable or Arighto
students often perceive and understand writing and themselves as writers in terms of

conventional academic uptakes within the composition classroom. Moreover, they are

enteing a context in which convention is highly valued, and students are acutely aware

upt

-

C
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of this. Students and educators, then, are always and already operating within

convention, and they cannot fully escape the academic contexts in which they are
working. Whle convention in and of itself is not necessarily bad or something to be
avoided convention serves an important role in creating and maintaining meaningful
communicative practiced)there are some dangers and limitations to conventional

academic uptakefRrimarily, conventional academic uptakes allow students to perform

certain kinds of automatic actions, as expre
Afeveryone writes essays. Li ke, we al/l kKnow,
format. Itishowii s . That 6s how English class goes. 0

conventional uptakes can interfere with the innovative potential of conventional academic
uptakes because it limits what students can do or even see as possibilities within these

uptakes. Mee importantly for this study, the automatic nature of conventional uptakes

also can interfere with the possibilities that students see beyond conventional uptakes. In

ot her words, it can work to I|Iimit studentso
uptakes. Moreover, it also prevents students from knowing why they do what they do

when performing conventional uptakes, and, in this way, it denies students a certain

degree of rhetorical agency, even in the performance of convention.

All of this taken together suggests that educators (and perhaps even the academy
at large) must work to bring innovation within more conventional academic practices.
Educators must work to conventionalize alternative uptakes within the academic context
so that studestsee convention and innovation as viable and valued and, thus, will be
more likely to engage both. A commitment to innovation as well as to convention is

especially important within the context of the writing classroom because it works to
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increase studéns 6 r het ori cal flexibility and agency.

just the sake of innovating; rather, | am advocating a commitment to innovation alongside
convention so that students gain the rhetorical skills, insight, and knowledge to make
informed and purposeful decisions and choices throughout their uptake processes. By
incorporating innovation into the classroom, students can come to see the many
possibilities that are available to them within writing situations, and by incorporating
uptakeawareness, students can come to see the strengths and weaknesses of both
innovation and convention. With this knowledge, they can then make rhetorical choices
that help them achieve their purposes and goals within various writing situations.

A commitmentto innovation, to some extent, is already present within the field of
composition and rhetoric. For instance, composition educators already have worked to
introduce alternative uptakes into the classroom. For example, freewriting, the
autobiography, anthe autoethnography were introduced into the composition classroom
as innovative, alternative genres meant to e
As noted in Chapter 2, multicultural scholars have also worked to bring alternative
uptakesintof e composi tion cl assr o eaoademic distursive&vi ng on
resources. These examples, among others, demonstrate that educators can bring
innovation into the academic context and do so successfully. However, these examples
also demonstratdat innovation, after introduced to a certain context and with time, may
become too conventionalized to retain its initial innovative potential. As such, educators
can and must work to conventionalize alternative uptakes within the academic context,
butthey must also work to continually shift what constitutes alternative uptakes if they

are to retain their innovative potential and not become too conventional. The question
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then becomes, how can educators work to conventionalize alternative uptakesheithin

classroom without fully diminishing their innovative potential? In response to this

guestion, | propose several pedagogical considerations and strategies.

Attending to the Specific Classroom Context

A central tenet to a pedagogy of uptake awareaes disruption is the need to
contextualize disruption, innovation, and convention within each individual classroom.
As demonstrated in previous chapters, each of these concepts depends greatly on the
contexts in which they operate and the individuathiiw those contexts. For instance,
Lily and | were able to cause a disruption on the first day of unit three by asking students
to respond to an #alass writing prompt with drawing and images rather than writing and
words because, prior to that day,thead responded to-class writing prompts with
freewrites every class period, sometimes even twice a class period. Teachers, then, need
to consider prior class activities and tasks as they develop ways in which they can work
to disrupt somnalugtekedtwhad causesma digruption in one class may not
in another, what causes a disruption on the first day it is introduced may not cause a
disruption in later days, and what causes disruption for some individuals may not cause a
disruption for othes. Teachers must remain acutely aware of the power of convention
within academic contexts because it can work to quickly and efficiently diminish the
innovative potential of alternative uptakes. A key to a pedagogy of uptake awareness and
disruption iskeeping the curriculum, activities, and tasks fresh and innovative within the
contexts in which they operate.

To take another example, unit three also acted as a disruption because students

engaged in conventional academic uptéktdse comparison andatrast paper and the



22(
academic analysis pa@ewwithin the first two units. This is not to say that only one unit

within a pedagogy of this kind can invite and encourage students to engage in innovation,
as was the case in this study. In fact, innovatheeaternative uptakes during the pre
writing stages of a writing project that ends with a more conventional academic uptake
may still allow students to explore ideas in ways that they may not have with more
conventional prevriting activities, such as fesvrites or outlines. While it seems central

to develop at least one unit that invites students to engage in more innovative uptakes in
terms of the final product, this does not have to be, and perhaps should not be, the case
for all units. In this clas$pr example, students engaged in more conventional academic
uptakes within the first two units, establishing a balance for the disruption of the third
unit. The final revision unit worked to combine elements of the first three units by asking
them to reise the more conventional academic uptake and inviting them to compose a
selfassessment in a genre of their choosing.

While a pedagogy of uptake awareness and disruption works to encourage
innovation and alternative uptakes, it does not seek to elienamragnore convention or
conventional academic uptakes within the composition classroom. Both convention and
innovation are necessary and desirable within any context, including the classroom, so
ignoring conventional academic uptakes entirely or, edismissing them would be
irresponsible. Instead, this pedagogy works to create a balance between convention and
innovation and conventional uptakes and alternatives uptakes, allowing students to see
the value of both and to engage in both. Doing selié¢te, works to develop a sense of

rhetorical agency within students by providing them with the knowledge and skills to
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engage in whatever uptakes they find most appropriate and valuable within their current

writing situations.

Innovation ad convention, as previous scholarship suggests and as | have
explored, are also highly contextual. As such, teachers will find it useful to explore what
the continuum between innovation and convention looks like within their particular
classroomsbyconsder i ng the classroom context as wel
perspectives, as | have done within this study. | acknowledge that teachers may not have
the time and resources to perform as extensive an investigation of the continuum as | was
able b do within this classroom with these particular students. A simple class activity in
which students are asked to identify the most and least conventional academic genres (as
| did in the interviews for this study) or even a wholass activity in whiclthe students,
together, develop what they believe the continuum looks like would provide teachers
some insight. Also, | imagine adding a component to therséfction piece in which
students are asked to directly comment on the degree to which timelytfeir final
product to be innovative or conventional would prove useful. It is important to
remember, though, that a pedagogy of uptake awareness and disruption does not and
cannot require students to be innovative nor grade students on the degnezhtthey
are innovative or conventior@lthis would diminish one of the central goals of the
pedagogy which is to cultivate in students a sense of rhetorical agency.

While reviewing my other pedagogical suggestions below, it is important to keep
in mindthat disruption, innovation, and convention must be contextualized and, as a
result, my suggestions will need to be altered appropriately within each classroom and for

the individuals within that classroom. Certainly some aspects of my suggestions can be
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directly applied to individual classrooms, but they are based on the results of this

particular study in this particular classroom, so not all of the specific examples or
suggestions that I cite will work for each individual classroom and all individ Tdis.

pedagogy is fluid and dynamic in nature, and therein is where the fun begins.

Creating a Supportive and lllustrative Environment

Since the English classroom context and environment is so conventionalized for
students and their performandéeghe classroom have real consequences for students in
terms of grades, teachers need to take many and multiple steps to convince students to
trust that innovation is desirable and that they can, in fact, engage in both innovation and
convention withinhe classroom, as this study demonstrates. Simply allowing students to
perform any uptake that they wish in a final project or product does not ensure that
students will actually believe that they can do so or that the teacher would actually value

more inrovative uptakes. Again, the conventionalized context of the classroom weighs

2
-

heavy on students, andtheyarewekk r sed i n fAacceptabled or
context. Consequently, building a classroom environment in which innovation is both
genuinely encouraged and illustrated is of central importance if this pedagogy is to be
successfully implemented and its goals met. Several factors can help to build a
supportive environment in which innovation is valued alongside convention.

Onewaym whi ch students can come to see that
and Arighto is by exposing them to multiple

more conventional uptakes, as the students in my study indicated. Recall that students

11 am reminded here of a colleague of mine who once commented that she allowed her students to
compog their final projects in any genre that they wanted but that she was disappointed that students opted
for more conventional responses rather than creative ones. The power of conventional uptakes is quite
great indeed.
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began to blieve and trust that innovation was not only desirable but possible during the

second and third weeks of the unit in which they viewed examples of more innovative

and more conventional critiques acréated a class list of possible genres in which they
could present their critiques. The examples that teachers provide should brangoey

so that students are exposed to the multiple possibilities. The examples should also
include more conventional acadenGidth and without innovative elements) in adloiit

to alternative uptakes. Doing so demonstrates the multiple possible uptakes that students
can engage, thus providing students with options to replace the more conventional
academic uptakes if they choose to do so as well as reinforcing that aleeupdtikes
alongside conventional ones are valued within the classroom.

In addition to teachers providing examples from outside the classroom context,
students within this study also indicated that seeing and hearing examples from their
peers during irclass activities and peer reviews encouraged them to engage more
innovative uptakes. This suggests that peers within the classroom also play a central role
in developing a supportive and illustrative environment. Seeing other students taking
risks and egaging in more innovative uptakes provides students with the confidence that
they can do so as well as reinforces, again, that alternative uptakes are viable options.
While teachers cannot ensure that students will engage in more innovative uptakes, they
can work to more directly encourage those students who seem inclined to engage in more
i nnovative uptakes. They can also then use
examples so that other students who may be less inclined see that other students are

pursuing alternative uptakes. One of the dangers here is that students-opaytder

studentsé6é alternative uptakes, as was the ca
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this may be problematic to some extent, especially if students feel as titbeghare

intruding on their territory, students who may not have otherwise pursued an alternative
uptake find safety and comfort when others are doing the same. Another danger is that
students may not have a clear, compelling reason to innovate asdsithply innovate
for the sake of innovating. | believe the benefits of students engaging in more similar
alternative uptakes outweigh the possible dangers, since students would be exercising
their innovative potential rather than simply opting for camtional academic uptakes
because they find them to be safe. Even if students begin with the intention to innovate
simply to innovate, the uptake awareness component of this pedagogy works to decrease
the possibility that students can continue to pursnevation without considering
reasons for doing so.

In addition to these, other factarsntribute to building a supportive and
illustrative environmer@ more specifically, developing op@mded writing tasks,
adapting the role of the teacher, encourggind reimagining peer collaboration,
increasing the amount of se#flection, andaking into account access to resources. |

more fully detail them below as they warrant separate attention.

Developing Opetended Writing Tasks

While students shoulde invited to innovate within a pedagogy of uptake
awareness and disruption, they cannot be required to do so within all writing tasks. In
fact, students need to be given opportunities in which they can create their own designs
and requiremends whether hey are more conventional or more innovative and whether
they do so individually or collaboratively or bétHor how tasks are carried out. While

the value of allowing students freedom to create their own designs to achieve writing
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tasks seems relativelglé-evident, it is not a common phenomena within the writing

classroom as students are generally given writing tasks that provide clear instructions for
how they are to carry them out and how they are to achieve them (i.e. writing tasks that
designate theiuptakes), usually culminating in the production of a conventional
academic genre. One way in which students can play a role in designing their own
uptakes is through the construction and implementation of-epded writing tasks in
which no clear or saightforward paths toward their conclusions are provided or
designated. For example, within unit three
task to present a critique of a chosen génséthin this task, students were given several
opportunitiesd create their own paths, including the genre that they critiqued, the
critique that they wanted to present, and the manner in which they presented it. -The self
assessment that Lily devised is another example of aneymdad writing task in which
studens were to perform a se#fssessment but the manner in which they presented their
selfassessment was a path they had to design themselves.

Openended writing tasks within a pedagogy of uptake awareness and disruption
achieve several purposes. Firstas suggested by Amabill eds so
creativity’ as well as this study, individuals are more likely to pursue innovation when
provided choice and options within tasks, which helps to encourage the disruption of
conventional academic uptakeghun this pedagogy. Second, opemded writing tasks
encourage rhetorical agency in that students must choose their own uptakes as they are
not provided for them. If students opt for more conventional uptakes, they are still

making the decision to do sdhile relying on past uptake experiences and knowledge.

2 Amabilles u g g e s thaeiceih dspetts ofihow to do a task can enhance creativity and intrinsic
interesto (71).
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Third, as students within this study indicated, the freedom and exploration that students

experience when allowed to design their own uptakes in response to writing tasks

increases their motivatiomd investment within their own work and the class as a whole.

Allowing students the freedom to explore also suggests a degree of trust that the teacher

places within the studerdsa trust that they can design their own uptakes and that they

will do so sucessfullyd and, again as students suggested, this led to an increased sense

of empowerment. And fourth, op@mded tasks allow students to desigmabee
convenbackapugplt atk es 0 whil e pursuing more innov:
increase the likelhab of studentsdé pursuing innovation.
a sense of safety since they know that they can return to more conventional uptakes.

Moreover, allowing students the opportunity to pursue innovative uptakes while retaining

a more conwetional backup uptake works to conventionalize alternative uptakes as

viable options on par with more conventional ones within the writing classroom. It

works to strike a balance between the two, allowing both-&xei together.

Adapting tle Role of the Teacher
The role of the teacher within a pedagogy of uptake awareness and disruption is
active and patrticipatory but, perhaps, in slightly different ways than other pedagogical
methods. In addition to students engaging innovative, alieengptakes, teachers also
need to do so. They, too, need to take risks and experience disruption themselves.
Asking students to take risks and engage in alternative uptakes while the teacher only
sticks to business as usual and conventional acadenaikegpgends a mixed message to
student s: Al want you to be innovative becau

for me to do so as well . o The chance of st u



227
not likely if a teacher continues to engage aachdnstrate more conventional academic

uptakes and, thus, implicitly suggests their
uptakes. In this way, teachers need to be just as active participants as students within the
classroom and model the behavidrattthey would like to see in students. For instance,
presenting the writing prompt in the alternative genre of game rules rather than the
conventional genre of a writing prompt allowed students to see Lily taking risks and
innovating, while, at the santiene, reinforcing for students the sense that there were
rules for the writing project.

In addition to taking risks and demonstrating more innovative upthkesselves,
teachers need to encourage students in other ways as well, such as prochplgex
from outside the classroom of more innovative uptakes (as discussed above). Teachers
can also encourage innovation by consistently and continuously assuring students that
they really can choose whatever uptakes they wish to fulfill writing tasKksl|yedirectly
did throughout the unit. While it may feel repetitive, students often need this constant
reassurance from the teacher, and it serves to help establish alternative uptakes as viable
options within the classroom. Another key way in whialowation can be encouraged
is through having oren-one conversations with students outside of the classroom
context. Lily indicated in her interview that more students communicated with her
outside of class, via email, and during office hours withinuhisthan during previous
units and that this seemed to increase the likelihood that they pursued more innovative
uptakes as well as reassured them they could, in fact, pursue them. Adding individual

conferences to a unit focused on uptake awarenes$ismgtion, then, may prove useful
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in addition to encouraging students to communicate more freely and often with the

teacher outside of class.

While the role of the teacher within the pedagogy is a more active and
participatory one, at the same timeJlit&ae o r equires teachers to Al e
punches, so to speak. By allowing students to complete writing tasks in manners of their
choosing, teachers cannot and should not provide students with clear and specific
uptakes, and, thus, they canaaticipate nor ensure what uptakes students will perform.
And by implementing disruptive writing assignments and tasks, teachers also will not
al ways be able to anticipate studentsd respo
able to demonstrate art&in amount of flexibility with a fair dose of good humar
within this pedagogy. This is not to say, however, that teachers play adfanuls.
Rather than explicitly directing students toward a specific uptake, they work with
students and develop sttured classroom activities that help them develop their own
uptakes (see Appendix 3 for specific classroom activities).

ALetting goo of control to some extent in
especially for some teachers, and teachers dhlmmiprepared to feel some discomfort at
first (but, remember, students do as well). Lily, for example, indicated that her comfort
|l evel at the beginning of the wunit was fair/|
control. | was very worried abowuthether they would understand why we were doing
[what we were doing in the classroom]. And so that was very mackéng for me. |
felt |Iike I had to give up controlo (intervi

some discomfort when faced widisruption and alternative uptakes, | do believe that

they will adjust to it relatively quickly, just as students do. Lily did suggest that she felt
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more comfortable as the unit progressed beca

withthestudent (i nt er vi ew) . Her | anguage here su
uptake and awareness and disruption not only might students, such as Michael,
experience a shift in their understanding of their role within the classroom but so, too,
might teachers,dsi | y i magi nes herself dAworking with
students. 0

Teachers also should keep in mind the benefits of experiencing disruption and
alternative uptakes alongside of students. When both the teacher and students experience
disrug i on together, this shared experience, pe
spaceo within the classroom where everyone n
innovative and alternative uptakes. Other benefits are best expressed by Lily when she
ss ated that Al think [the students] felt mor.
go. And this forced me to |l et go. Ul ti mat e
uncomfortable for meo (intervietwaghers,;andlL et t i ng

this pedagogy, to some extent, does force th

more responsibility for their own uptakes and education.

Encouraging and Rémagining Collaboration

When teachers dl etrelgonthe teanhdrs & theirdvennt s canno
conventional academic uptake knowledge to provide the uptakes of tasks for them, peer
collaboration takes on a central role. In fact, peer collaboration should be a daily
classroom occurrence, as it is essential thaheraavithin a pedagogy of uptake
awareness and disruption develop activities in which students rely on each other as much

as and even more than the teacher. With peer collaboration taking center stage, students
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provide support for each other as they att@inter new and alternative uptakes together.

They also help guide each other while they work to design their own uptakes by

providing feedback, advice, and even comfort as they engage in disruptive and more
innovative acts. Teachers can develop othgviéies in which students simply ask each

other questions about the project or daily classroom activities and provide answers for
each other or activities in which students engage in analyzing and creating alternative
uptakes together. Students alsochiereceive feedback regarding their uptakes from

peers throughout their processes of design, not simply on the final products of their
uptakes. This means that even before they begin the actual process of composing,
students should receive feedback rdgey their uptakes in order to raise their awareness.
This feedback can be more informal, such as when students in small groups and then in a
whole-class discussion shared and explored their reactions to responding to the writing
prompt in the differentnedium of drawing rather than writing. Or the feedback can be
more formal, such as when students responded
genres that they could use to present them. In this activity, students wrote the critique
that they wishedio present at the top of a blank sheet of paper. They then handed the
sheets to another classmate who read the critique and then wrote a paragraph in which he
or she identified two genres that the student might use to present that critique and
explained viny he or she chose those two genres. The sheets were then handed to another
classmate who responded in the same manner. The sheets were then returned to the
owners who read the two paragraphs that their classmates wrote and discussed the
responses witthem. In response to the written paragraphs and following discussions,

students composed a new paragraph of their own in which they identified the two genres
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that they were considering to present their critiques and explained why those were their

choices athis point in time.
The kind of peer collaboration that occurs within this pedagogy is a different kind
of collaboration than generally occurs within a writing classroom. When performing
collaborative activities that engage conventional atacleptakes, studentevelop
feedback based on their knowleddeand past performance of conventional academic
uptakes. In this way, students can engage in a kipdasficedfeedback for example,
during a peer review of academic essays, studentsmideidesome type ofeader
response feedback and comment on rhetorical features common to conventional academic
genres, such as thesis statements, evidence, and analysis. While this feedback can be
helpful and, at times, insightful, thpeacticednatureof peer review uptakes might also
work to decrease studentsO6 awareness and cri
uptakes become conventional. In the absence of conventional uptake knowledge and
experience, students have to develop a new waysrndfing and talking aboudther
studentsod uptakes and Thismaywakitesincrease we | | as th
students6 attention to the uptakes and tasks
more carefullyand thoughtfullyabout the feedback ththey are providing.
Accordingly, students come to more heavily rely on their peers for feedback throughout
the uptake process, as Michael commented in
just because | di dn®hisiskuitedhe comiasato thd frequenty doi ng.

heard complaint from students that peer feedback or peer review workshops are not that

% The role of collaboration in innovative uptakes potentially fruitful area to explore in future research as
it has the possibility of contributing to and alterm@ mposi ti on and rhetoricds recei
collaboration.
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helpful. Wi t hout #Aknowi ng asNliehtel puthipeerfeedback d oi ng, 0

becomes essential sinseidents help each othéarough the uptake process and work

together to design their own uptakes.

Increasing the Amount of S&keflection

While initially | incorporated several seléflective activities into the unit and
curriculum primarily to generate data for my studyth@ completion of the study and
unit, | realized the profound value of sedfflection within a pedagogy of uptake
awareness and disruption for both students and teatttéks.with collaboration, self
reflection should also occur throughout the uptataeess. From the moment students
receive a writing task to the moment they turn in a final product, they should be
continuously and critically examining their sources, motivations, and uptakes (as
Bawarshi suggests). Within this study, this meant gs&indents to reflect on their
uptakes immediately after they occurred, like on the first day of the unit when students
reflected on how it felt to respond to ardliass writing prompt with drawing instead of
writing as usual. Students should also bearbosely considering their invention
processes or Ahow they come to recognize a t
when Lily asked students to reflect on what kind of student the writing prompt was
asking them to be. Teachers can incorporate airsdlfreflective activities throughout
the uptake process. More extensive-sgfiection tasks, such as the sedflective paper
component of the final writing project in which students explained their motivations and

uptakes, are also beneficial.

* The importance of reflection within the writing classroom has been highlighted and explored by many
ot her schol ars. See, f o Reflectioaimine Wrifing Klassrdnime en Bl ake Yar
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The primary function that seleflective tasks and moments such as these serve

for students is to increase their awareness of their uptakes, an essential component of a
pedagogy otiptakeawarenessnd disruption. Developing an awareness of their uptakes
allows students to consider why they are responding to tasks in the ways thatdhey do
short, it can allow students to see their motivations and certain ideological commitments
and beliefs.While students can choose to continue folluythese, being awa that they
exist at least allows for the possibility that students may come to realize the limitsions
well as benefit®f them and, thus, seek alternatives when needed or deM@dover,
by gaining an awareness of their uptakes and the dectbiainthey make while they
compose, students may gain a better sense of their rhetorical agency and make more
informed deci sions. I n this way, this pedag
awareness; however, rather than grounding that awareness tntytie interpretations
of culture, ideology, and texts, it seeks to expand that awareness to the actions that
students undertake during uptake processes and the composition of texts. As such, this
kind of critical work is unique to the field of compasit and rhetoric and composition
classes, making the field and composition classes an integral part of the academy and
higher education.

For t eac her -seflectiens allowearbetter dindeystahding of the
individual and his or & uptakes. Since disruption, innovation, and convention are
contextual, teachers can gain a better understanding of the ways in which each student is
negotiating these concepts within the contex
selfreflectiors also aid teachers in the development of classroom activities. Lily and |

often adjusted activities or created new ones based on what students were reporting in
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their selfreflective writings since they gave us a better understanding of areas in which

students were confused or struggling as well as areas in which students were
understanding and excelling. While teachers should be engagingieftsdfive

moments regardless of the pedagogy or unit, teachers may also find it helpful to more
explicitly engage in similar selfeflective moments as the students did within this
pedagogy. | often asked Lily to respond to the same writing prompts as students did or |
created other prompts that asked her to more closely consider her own uptakes and
motivations Since this pedagogy disrupts not
teachers should find it valuable to consider how they are responding to such disruptions

in their uptakes.

Taking into Account Access to Resources

Alternative uptakes mangquire different technological requirements and
resources than conventional academic uptakes, which generally only require access to
pen or pencil and paper or word processing or PowerPoint programs on a computer. |If
teachers wish to encourage studeatgursue alternative uptakes, teachers need to
consider what resources students may need to undertake alternative uptakes. For
example, in this study, Derrick reported that he would have been more likely to pursue
the alternative uptake of the video dlifne had access to recording equipment.

Admittedly, access to resources can be one of the more challenging and difficult
aspects of a pedagogy of uptakes awareness and disruption, as the kind and amount of
resources available to teachers and studgetitly depends on the institutional context.
However, simply being aware of the limitations and challenges that students may face in

terms of access to technology and resources is an important first step. There are several

us
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things that teacher can dohelp tackle this challenge, and in hindsight, | would have

worked with Lily to incorporate these elements into the classroom. Teachers could talk

openly with students about the technology and resource needs that individuals require

when undertaking alterat i ve uptakes, and from this, teac
concerns and questions regarding their own access to resources and technology.

Maintaining an open and helpful dialogue within the classroom regarding access to

resources not only allows theatdher and students to work together to tackle these issues

in practice but also allows for more theoret
within and effects on the writing process as well as the (often unequal) distribution of

resources. Addinally, teachers could work with other programs and departments that

support technology on their campuses so that they know what resources are available to

students and can provide students with information regarding them. Teachers themselves

do not haveo be experts in technology to allow students to pursue alternative uptakes.

They could work with others on campus who possess the appropriate knowledge, and

they might even be able to schedule one classroom session in a technologically equipped
classrom (if they are not generally in one) where instructional technology professionals

could demonstrate for students what resources are available to them. Doing so would be

a learning experience for both the teacher and students. Of course, not alladternati

uptakes require special technology or resources and students would not be required to use

them in their alternative uptakes, but they may be more likely to pursue alternative

uptakes that do require different kinds of resources if they know what laldedb

them.
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Attending to the Individual within the Classroom

In addition to working to conventionalize alternative uptakes so that they are
valued as much as conventional uptakes, another central task of a pedagogy of uptake
awareness and disriugn is attending to the individual as much as is possible within any
pedagogical approach. As this study demonstrates, individuals bring just as much to the
uptake process as do genres and discourses, and what individuals bring to the uptake
process affds their decisions and designs as much as do genres and discourses. The
ways in which individual, generic, and discursive uptakes interact create a singular
overall uptake process and product specific to that individual in that moment in time. As
such, a important element of being sensitive to context within this pedagogy is being
aware of the individuals within the classroom in addition to the conventional expectations
within the academic context. Teachers must work to pay attention to the individuals
within their classrooms while teaching the collective whole, adapting their notions of
innovation, convention, and disruption as well as classroom materials and tasks
accordingly. Certainly it is difficult for already timerunched and stretchedin teaders
to fully attend to each individual within a classroom, but there are at least two
considerations for teachers to keep in mind to help aid this process.

First, while there will be some overlap between students, what constitutes
disruption, convetion, and innovation vari@ssometimes slightly, other times gre#&ly
for each individual student. For example, within this study, Bradley (who presented his
critiqgue in a recipe) indicated experiencing a high level of disruption during the third unit
primarily because he feels most comfortable and competent performing conventional

academic uptakes. As a result, he experienced the recipe (a genre in which several other
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students within the class composed) as an especially innovative and disruptive generic

uptake for himself while acknowledging that the recipe was not the most innovative
choice within the context of this class. Conversely, Veronica (who presented her critique
in a magazine cover) indicated experiencing low levels of disruption during ttie it
because she feels most comfortable and competent performing more innovative and
alternative uptakes and less comfortable and competent performing conventional
academic uptakes. Her choice of the magazine cover, while certainly one of the more
innovative ones in terms of this class, was less disruptive for her. If | only had
considered their final products (Bradl eyods
have concluded that Veronica was more innovative and, thus, more successful irf terms o
experiencing the disruptive potential of the unit. However, when considering their final
products in conjunction with acknowledging that individuals will vary in terms of how
much convention and innovation they engage as well as how they perceive those
concepts, | realized that Bradley and Veronica both benefited from the disruption and
awareness built into unit thr@éghey simply did so in different, yet equally productive,

ways. While Bradley was able to innovate to a certain degree and to breakisut of
comfort zone of conventional academic uptakes through his performance of the recipe
(again, a genre that was less innovative in terms of the classroom context), Veronica was
able to more fully explore her innovative potential and tendency througretfermance

of the magazine cover (again, one of the most innovative in terms of the classroom
context). Teachers, then, need to expand their understanding of what constitutes success
within a pedagogy of uptake awareness and disruption by paying attentialividual

students, their experiences, their perceptions, and their performances.

r
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Second, the nature of uptakes is contextual and shifting for individuals. As the

final selfassessments within this classroom demonstrate, estrdgnts engage more
innovative or more conventional uptakes within one writing task that allows freedom to
choose their own uptakes, this does not ensure that students will continue to do so in
future writing tasks that allow freedom of their uptakesr éxample, Lucy and Ryan
both reported composing more conventional academic uptakes in their third writing
projects yet pursued more innovative uptékésicy the survey and Ryan the brochiire
in their selfassessments in the next unit. Derrick, Michael,Aama&nda, who all
reported composing more innovative uptakes in their third writing projects, pursued more
conventional academic uptake®errick a business letter, Michael an academic essay,
and Amanda a personal esdan their selfassessments. This sugtgethat an
individual 6s uptakes will wvary based on the
which the individual, generic, and discursive uptakes interact in that particular writing
situation. As such, each overall uptake process should be tesmt@dnsidered as a
singular event even though individuals will certainly draw from past experiences and
previously acquired knowledge when perfor min
uptake processes are not set in stone, and therein lies thalppdsr the critical
intervention within uptakes that Bawarshi calls for and the transformative potential of
uptakes that Kill seeks to uncover.

Teachers and students are not the only ones, however, who would benefit from
paying more a#éintion to the individual. Scholars and theorists of uptake studies and of
composition and rhetoric would also benefit from such explorations. While it is certainly

useful to consider how individuals are affected by the culture, ideology, genres, and
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dismourses that surround thémn short, how individuals are socially situated and

influenced this does not provide a full picture of uptake or the individual. The ways in

which all of those forces coincide and interact within an individual and his or h&espta

produce a singular uptake specific to that individual during that particular moment in

time. Seeking a more complete balance between the individual as socially situated and

the individual as a unique combination of his or her social situatedness prouide

teachers, scholars, and theorists alike a more comprehensive understanding and
perspective of the many ways in which humans

making meaningo to create and shape their wo
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Appendix 1: Sudent Survey Distributed at the Beginning of the Course

Survey

Please answer the following questions. Some are multiple choice; others are short answer. The
guestions ask for background and contact information as well as past language, educational, an
writing experienceslf you choose not to respond to a question, please leave it dRartkember

all collected information will remain confidential and will be stored in a secured location.

Background
1) Name:
2) Email Address:
3) Age:
4) Gender:
5) What race do you consider yoursdiffease place an X next to your answer or specify where
indicated.

_____Americamndian/Alaska Native _____ Latino or Hispanic

_____Asian _____ Pacific Islander

______ Black or AfricarAmerican _____ Other

Please specify:

_____ Caucasian
6) In what country were you born?
7) How long did you reside in this country? (in years)
8) How many countries have you resided in? Please list name and length of residence in years:
9) Parent/guardian educational backgrouPidase place an X next to your answer.

Some high school High school diploma

Vocationatertificate Some college

Bachel orés degree Masterds degree of

PhtCL
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10) Parent/guardian household incorR¢ease place an X next to your answer.

___under $10,000 __ $60,00679,000

__ $10,00619,000 ___ $80,00899,000

__ $20,00639,000 __ $100.¥1@t9,000

__ $40,00859,000 __ $150,%239,000
__ $250,000+

Language Background

| am interested in not only standard languages, such as English, French,Siadiaish, etdut

also dialects. A dialect is a regional or social variety of a language that differs from a standard
language in terms of pronunciation, grammar, and vocabulary. Examples iAtlicde

American English, Southern English, Chicano English, and Pidgen.

1) Number of languages spoken fluently:

Please list them:

2) First language/dialect acquired:

3) Language(s)/dialect(s) used regularly with family:

4) Language(s)/dialect(s) used regularly with friends, in workplace, etc.:

Educational Background

1) This is your:please place an X next to your answe

1%'year at KU "gear at KU
2"year at KU Other
3%year at KU Please specify:

2) City, state, county of last school attended:

3) Type of school attended for primary educatiBlease place an X next to your answer.
Public elementary/middle school Homeaeldo

Private elementary/middle school Other

Charter school Please specify:




242

4) Type of school attended for secondary educatitease place an X nexi your answer.

______Public high school ____ Community college
_____ Private high school _____ Other

______ Charter school Please specify:
____ Home dwoled

5) What English classes did you take in high school?

6) What material was covered in your English classes within high school?

Educational Experience and Perceptions
Please indicate with an X the degree to which you agree or disagree with the following
statements.

1) My past teachers encouraged méoltow the rules of writing.
____Strongly Disagree Disagree Neutral Agree Strongly Agree

2) My past teachers encouraged me to experiment with writing.
____ Strongly Disagree Disagree Neutral Agree Strongly Agree

3) When writing a paper for a class, one should use correct, standard edited English.
____Strongly Disagree Disagree Neutral Agree Strongly Agree

4) When responding to an assignmeone should write a conventional, academic paper.
____Strongly Disagree Disagree Neutral Agree Strongly Agree

5) Itis important to please the teacher in a class even if you disagree with her or him.
____StronglyDisagree Disagree Neutral Agree Strongly Agree

6) Itis important to me to receive a high grade in my English classes.
____Strongly Disagree Disagree Neutral Agree Stgragly A

7) | consider myself to be a skilled English language user.
____Strongly Disagree Disagree Neutral Agree Strongly Agree

8) | believe that writing can be used to effect social, cultural, politicaconomic chages.
____ Strongly Disagree Disagree Neutral Agree Strongly Agree

9) |feel comfortable taking risks in writing within the classroom.
____ Strongly Disagree Disagree Neutral Agree _ Strongly Agree

10) | prefer to follow the rules of writing and write in ways that | already know in the classroom.
____ Strongly Disagree Disagree Neutral Agree Strongly Agree
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11) When offered a creative alternatito an assignment, | would cho@smoreconventional
responseather than the creative ane
____Strongly Disagree Disagree Neutral Agree Strongly Agree

12) When another student responds to an assignment in avereaty, | wish | would have done

so as well.
____Strongly Disagree Disagree Neutral Agree Strongly Agree

13) When teachers offer creative alternatives to an assignment, they grade them differently (and
often harderthan conventional responses.
____Strongly Disagree Disagree Neutral Agree Strongly Agree

Additional comments regarding question$3:

Writing Experience
Please place an X in the column in which you have performed the following types of writing.

For School For Work Outside School and
Work
Papers/Essays
Summary
Description

Personal narrative

Opinion/position paper

Book report

Interpretation of a piece

of literature

Lab writeup/report

Analytical essay

5-paragraplessay

Research paper/report (with

information/sources provided)

Research paper/report (with

information/sources you found)

Informal writing

Notes on presentation

(e.g. meeting, lecture)

Notes on reading

Freewriting

Presentations

Oral report or speech

Powerpoint slide show

Informal oral presentation
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Professional writing

Business letter

Resume

Professional article

Journalism

Public Writing

Letter to the editor

Web page text

Web page design

Blog or online journal entry

Social networking profiles (ie,
MySpace)

Correspondence

Email

Personal letter

Listserv discussion

Online discussion @od

Blog or online journal response

Instant Messaging

Creative writing

Poetry

Spoken word

Short stories

Long fiction

Creative nonfiction

Song lyrics

Other: Please specific other kinds of writing and reggliou do that are not listed above.

1) What types of writing do you most enjoy writing?

2) What types of writing do you least enjoy writing?




24%
3) What types of writing do you think are the most creative?

4) What types of writing do you think are the most conventi¢thal least room for creativity)?

Educational Objectives
1) Intended college major or primary area of interest:

2) Intended college minor or secondary area of interest:

3) Plans after collegeP?lease placan X next to your answer.
Enter workforce directly

___ Pursue advanced degree(s) before entering workforce
Work at home as parent, caregiver, or homemaker

Entry into the military
Other: Please specify

Thank you for your time!
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Appendix 2: Writing Project Assignment Sheet for Unit One

Writing Project #1 Genre Differences

Overall Task

Imitate multiple genres; then descibe the differences among those genres and your
experiences writing them.

This first writing project has two parts, the first giving you the material for the second.

1. In class and outside, you will imitate multiple genres. You will select at least four
of those genre imitations to include in this project: one from a genre that you
think you imitated especially well, one from a genre that you had trouble
imitating, and two other genre imitations of your choice.

2. After working in class and out to notice anddabe how your genres differ in
their scenes, situations, and features, you will write an essay in which you
compare and contrast those genres and explore how their scenes, situations, and
features affected your experience imitating them. What madeiimgitane genre
more strange, familiar, intriguing, fun, anxigiyoducing, routine, boring, lively,
etc., than imitating another genre? If you wish, you may also discuss how your
past experiences writing or reading those genres influenced your imitating the
Be sure to include in your essay specific details about the genres' different scenes,
situations, and features.

Goals and Challenges
My primary goal for this assignment is for you to demonstrate that you can see,
understand, and articulate differencesag multiple genres:
e You can shift your language from one written genre to another.
e You can describe how genres differ in their features (content, appeals, structure,
format, sentences, and diction).
e You can connect genres to their scenes and situations.
You can organize a comparative essay, use details to support larger points, and
edit for formal English (abilities that | expect you gained before this ceiirse
you do not feel adequately prepared, please see me and/or visit the Writing Center
for individualized help).

This assignment builds on what you already know:
e how to shift language for different genres, situations, and scenes;
e how to look at texts for details (as you have done while studying literature);

¢ how to describe and compare things in asaggnotice that you might organize
your essay by discussing one genre at a time or by discussing scene, situation, and
then one type of feature at a time).

This assignment also carries some particular challenges for most of you:
e to use our new academiorepts of scene, situation, and genre;
e to use as evidence specific details of textual form as well as content.
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Situation of the Essay
Subject: The essay will concentrate on your new awareness of genres and their
differences, especially their scenes, gitues, and features. It also includes the subject of

your experience imitating those genres. How will you bring those two subject areas
together in this essay?

Purpose:Your primary purpose is to demonstrate the abilities described under Goals
above, ass true for any writing assignment. For this particular assignment, your purpose
is also to begin practicing genre analysis and explore your reactions to different genres.
How can you best demonstrate your fluency in genre analysis and connect genes featur
to their scenes and situations?

Participants and Setting: This essay will remain in our classroom, written for me and
your fellow students. You can assume, then, that we understand our common readings
from the textbook and have all been working tolgmegenres, but we have not all

analyzed the same scenes, situations, or genres. Although many of your readers are
fellow students, the setting places all of us in the role of university members, people who
expect a certain level of formality and logitow will you interest these readers while
sticking to your subject and purpose?

Criteria

We will develop a list of criteria for this project (and all future projects) in class. Of
course, meeting the goals listed above will be a major part of succeedms) project.

Schedule

We will be working toward this writing project in every class for the next weeks. Below
are some specific dates when you need to bring work to class. See your syllabus for other
important dates.

Now-September 15 Begin visiting tle Writing Center for help throughout this project

September 8 Bring to class drafts of all genres you have imitated so far

September 10 Bring to class the genres you have chosen and your analyses of
those genres/descriptions of their scenes, situaticatsirés

September 15 Writing Project #1 duecollect in a folder your essay along with

samples and imitations of the four genres discussed in your essay
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Appendix 3: Writing Project Assignment Sheet for Unit Two

Writing Project #2: Differences within Genres

Overall Task

Building on the work we have done in class analyzing the variations in texts of the same
genre, analyze two different communities' uses of the same genre. You may choose both
the community and the genre you analyze, though ydwswiimit a proposal to me so

that | can approve your selectioiffie communities and genres you choose could both be
contemporary, or you could choose communities that show historical diffeMamce.

might examine websites of politicians or interest grdup® opposing political parties,
editorials from people with different ideologies, manuals or annual reports from two
different companies, or mission statements of two different of academic institutions.

After you've chosen your community and genre, $&ge text from each community

(again, the texts must be in the same genre) and analyze each text for its scene, situation,
and features.

Write an academic analysis paper in which you analyze the similarities and differences in
the two texts. In additioto comparing and contrasting the features of the texts, you

should develop a controlling idea that attempts to make sense of the similarities and
differences based on what they tell readers about the communities that produce the texts.

You might want to onsider the following questions as you work to develop a controlling
idea:How do the rhetorical features of the texts wovkRy did the author/creator of the
text make the choices he or she did? Are there similar features that reflect similar
purposes andudiences or similar uses of the texts? What do the different rhetorical
features tell readers about the different goals, values, and beliefs of the communities?

Criteria
We will develop a list of criteria for this project in class.

Schedule

As with thelast project, we will be working toward this writing project in every class for
the next weeks. Below are specific dates when you need to bring work to class. See your
syllabus for other important dates.

Now-October 13 Visit the Writing Center for help tbughout this project

September 28 Paper proposal that tells me the communities, genre, and texts you
are(MONDAY)using and also gives me your working controlling
idea dudby email

October 6 Paper draft due to peers for review

October 79 Group conference

October 13 Writing Project #2 due



24¢
Appendix 4: Writing Project Assignment Sheet for Unit Three

Critiquing a GenreRules / Instructions
Critiquing a GenreGame Rules

/Average Price:Priceless IAges:17+ |
Playing Time: 4 weeks |Players: 1+ |

Obj ecCriotfi diui ng a Genr eo:

Your goal is to move through the steps of the gaynédveloping a critique of a
chosen genreayriting something that shows others why your genre needs to
change, and reflecting upon what you wrote to show your critique. The player
who demonstrates the most rhetorical savvy wins the game.

Contents of ACritiquing a Genreo:

Your #ACritiqgqguing a Genreo game shoul d
2) a worthy and insightful grque of your chosen genre that you present in a

mamer of your choosing,)3 sdf-reflection piece in which yoexplaird with

detailed evidence and analy@&ikowandwhyyou chcse to present theritiqueas

you did.

Game Preparation:

You will choose a genre (one that is of interest or is familiar)aitidue that
genre using bo®.1 inScenes of WritingYou must then decide whatitique of
the genre yowvill use throughout the remainder of the game.

Game Play:

The official #Acritiquing a genreo game
i n and complete the fAgame preparationo
individual step of the game before moving onto the nexa player fails to do so,

he orshe will be declared rhetorically unfit and is out of the game. Each time a
player complees a step, he or she receives a kindly nod and daily writing points

from the teacher. The rules also state that all players must begin the game on
October 28 and end the game tNovember 12.

Rules for Presenting Your Critique

You will choosehow yau will presentthe critique of youchosen genteExamples
of how others have chosenppesent critiques will be provided thrcwaut the

time of play The goal here is alert others to one or more weaknesses in your
chosen genre.
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You must decid®n the specificcritique of your chosen gentey October 28.  If
acritique is not determined by this date, no daily writing paivitsbe collected
and youlosea turn. You mushavea draft of your critique that you have
presented in a manner of your dsigby November &. Once again, if a draft is
not provided on this date, no daily writing points will be colldaed you losa
turn. Sorry, those are the rules!

The finalversionthat presents the critiqalong with the selfeflection piece)

will be due onNovember 12. No extra turns will be provided after this date. The
criteria for evaluating the final version will vary according to the genre chosen,
although winners will be declared based upon quality and clarttyeafitique as
well as the quality of the fingdroduct.

SelfReflection Rules

You will alsocompose a selfeflection piecghat examines and analyzes the
critique you make and the manner in which you present it. Youmawusta draft
of theself-reflection piecéby November 18. If a draft is not provided on this
date, no daily writing points Wbe collected and you loseturn. The final
versionof theself-reflection piecgalong with the presentation of the critiguill
be due oNovember 12. No extra turs will be provided after this datéf you
fail to complete and turn in all parts of the game, you will sent directly to jail.

The gpal heras to explainhowandwhyyou chose to present your critique, using
detailed evidence and analysis. You mwessbre to address 1) what genre you
chose to present the critique in and why you chose that genre and 2) what choices
you made regarding the rhetorical features (content, structure, format, diction,
sentence structure, rhetorical appeals) in your createtlipt and why you made

those specific choices. Winners will be declared based upon the quality and
clarity of the explanation of your choices and use of relevant textual evidence.

Ready, Set, Go!
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Appendix 5: Activity Sequence for Unit Three

SCHEDULE FOR UNIT #3:
CRITIQUING GENRES

Please remember that assignments listed under "homework" are due at the
beginning of the next class meeting.

Tuesday, October 20

e Introduction: Critiquing Genres

e Handout Writing Project 3 Assignment Sheet

Homework

e Read #8-62in Scenes

¢ Cluster Representation (p.2P&nguin of Box 4.1 (p. 161) for Wedding
Announcements (packet provided)

Thursday, October 22

e Understanding and Exploring Critique

Homework

e Bringin at least 5 samples of your genre

e Analysis of chosen genr8@x 2.1). Keep in mind others will be reading this. Write
clearly!

Tuesday, October 27

e Developing a Critique of Your Genre

Homework

e Review 154158 and view/read/listen to samples posted on blackboard Gnitigue
1

e Select the specific critique of tlyenre that you will present. You will share this with
the class.

Thursday, October 29

e Exploring Ways to Present Genre Critique

Homework

e Read 53634,557565, and view/read/listen to samples posted on blackboard under
Critique 2

Tuesday, Novemdr 3

e Exploring More Ways to Present Critique

Homework

e Draft of critique that you have presented in a manner of your choosing



Thursday, November 5

¢ In-class workshop on critique draft
e Prewriting for seHreflection piece
Homework

e Draft of selfrefledion piece

Tuesday, November 10

¢ In-class workshop on setéflection piece
Homework

e Writing Project 3 Due

252
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Detailed Lesson Plans

Tuesday 10/20
Goals: Introduce writing project 3 and critique

Materials: Writing Project 3, Updated Syllabus, Wedding Aoncement packets
Activities:

e Select one student before class to handout and explain updated syllabus (10
minutes)

e Present a critique of your roommate or that last person you lived with. @Braw it
no words. (5-10 minutes)

e Write for five minutes on b&cof image: In the past, you have responded-o in
class prompts in writing. How did it feel to compose in another medium?

e Share images in groups. Without explanation, ask groupmates guess what the
critiqgue is. Then share responses to drawing insteaalitiig response. Be
prepared to share with class your responses to this change in activity. Collect
both drawings and writing at end of class. (10 minutes)

e Circle up Group Discussion of critique (10 minutes)

Ask groups to share some of their rasges to composing with images instead of
words to the prompt (5 minutes)

TRANSITION INTO GROUP DISCUSSION OF CRITIQUE: Could we
consider drawing in response to the prompt instead of writing to be some
form of critique? If so, why or if not, why? Quesis to consider: what is
critique; what genres is critique most commonly presented in; where and
when do we most commonly see or hear critique; what role does critique
play in our society; what and who do we commonly critique; what is the
value of critiquéwhy do we do it?

¢ Handout writing assignment sheet. Have different students read the sections
aloud.

e Write for five minutes about this writing assignment: What do you think this
writing assignment is asking you to do and why? What kind of student is it
asking you to be?

e Collect drawings and both writings. Handout Wedding Announcement packets.

Homework: Read 148162 inScenesind answer questions in Box 4.1 (161) for
wedding announcements using cluster analy@e¢k out Penguin handbgatather tlkan
listing answers to the questions.
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Thursday 10/22
Goals: To understand the elements of critique, practice critique, and select a genre to
critique.

Materials: Wedding Announcement Packets

Activities:

o Circle up. Free writing exercise: Ask eathdent to create a prompt based upon
their reading assignment. What question do you have or what idea would you like
to explore further?

o Write question on top of page and then Freewrite fémainutes.

0 Have some students share their questions andrrespas a way to
explore the differences between critique and analysis, the definition of
critigue, what we gain from critique, and how critique fits into the course
and with other writing assignments in this course (in other words, why are
we now learningbout critique?). (10 minutes?)

o Collect questions and freewrites.

e Work with Box 4.1 (p. 161) to practice critique of genre, using the wedding
announcement homework. (30 minutes?)
o Form students into groups of three.
0 Assign each group one or two quessiphased upon the number of
groups.
0 Have students share their answers for the questions that they are assigned

and ask them to create a Atop three

guestions.

o Have each group write twesionmthequesti on

board.

o Each group presents their answers to the class, explaining why and how
they came up with this critique, citing textual evidence for support. Each
group will ask other students to share, extend, revise their answers based
upon what theyound.

ol dentify the fibestd critiqgues as a

e Selecting a genre to work with for WP#3. {1B minutes)
o Create a list of scenes in which you participate. School,
fraternity/sorority, clubs, sports, doctor, Restaurants, newspaper, etc.
0 Review tle scenes and select two that you are most interested or involved
in.
o Then list genres you have encountered in those two scenes.
o Review your list of genres and select the one you are most interested in.

Homework: Collect at least 5 samples of your chogenre and theperform an
analysis of the genre. To do this, answer the questions in Box 2.1 pa@#s9&xt
clas® please bring in genre samples (at least 5) and analysis.

an

a

cl a
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Tuesday 10/27
Goal: To begin performing their own critique of theiragden genres.
Materials: In-class critique handout

Activities:
e Check for their genre samples and genre analysis.

e Each gets a handout. Place handout, samples, and analysis of your desk. Go
around the room. Answer the question that is next on th@éish one gets four
answer§ your answer cannot be the same as a previous one).

Homework: Finish your critique and bring it in next class period. Decide on which
weakness you want to address. Alsad sample critiques on blackboard and sample
critiqgue essay irscene®n health care bill (pp. 1588). Choose TWO of these sample
critiques and write a paragraph for each, explaining what exactly you think is being
critigued and why the critique is presented in the way it is.
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Thursday 10/29

Activiti es:

e Sharing critique of their genre that they will be using in the next move of the
game. Have students provide feedback for each other. Person to the right of
presenter selects two other people to provide a strong critique of the critique. If
people viéunteer, they can select them. If not, they need to select two people to
respond.

e Break into groups based on one of the paragfapitsnd to get into groups.
0 Share responses.
o Provide one strength and one weakness of this critique, explaining why.
o Create list of three other genres you could present this critique in
o Detail how it would look/change in one of those genres.

Write this down to hand in. And be prepared to present to the class.

Homework: Read/view/listen to other examples unddique 2 on blackboards well
as the sample critiques 8tene®n pp. 53643 and 55765.



Tuesday 11/03

Goal: To develop their own critiques and look at ways to present critique more broadly.

Activities:
e CHANGE IN HOMEWORK FOR THIS CLASS PERI OD (we are pushing
everything back one day): Look at more critiquesn blackboard Select three.

o ldentify the critique.Use box 4.1 to identify the question that you think
the writer/speaker is answering.

o Describe that critiqueWrite onetwo sentenes that detail what the
writer/speaker is critiquingFor example, you cannot just say the
writer/speaker is critiquing advertisements. Instead, detail what the
writer/speaker is saying about who makes advertisements, who sees them,
how are they not worhkig, and what is wrong with them.

o Evaluate the quality of the critiqu&ou cannot just say the critique is
good or the critique is badrou must write twethree sentences that detail
why the critique is good or bad by addressing the following: did yeu ev
consider this critique before you saw it presented here or is it obvious;
does the critique interest you; why or why not; and who is this critique
meant to interest the most?

e Practiced evaluating critiques for homework, so now we are going to look at some
of the genre critiques that they did not explore in groups Thurgdeading
Rubric and Game Coverslave them do a few together as a class

o Ask them to identify and desbe the critique
o Evaluate the quality of the critique

e Work on revising own critiques. In groups of three, share the specific critique you
planning to make. Thinking about what did for homework and discussed during
class today, revaluate your critiqueybanswering the following questions:

o What exactly are you critiquing (that is, what question from box 4.1 are
you answering and what specific critique are you making)?

What weakness in the genre does this critique address?

Is the critique obvious? Why erhy not?

Who is this critique meant to interest the most?

After youbve answered these questions,

critique. If your critique is weak, work in groups to craft more insightful

critiques. If you believe your critique is strongitis, identify why and

how you would defend this critique against those who would call it weak.

O O 0o

Homework: In addition to homework cited abovelsct two genre that you are thinking
about using to present your critigue and explain why you selecteddnéinis project.
One paragraph.
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Thursday 11/05

Goal: To acknowledge the variety of genres in which critique is presented and to
consider why it is presented in those means.

Activities:

¢ We have looked at how you develop critique and howcgyeate an insightful
critigue. Tus day we | ooked at 6 AR@mn@sa.] 6 sBr i e/felr y
review what you did witlfAmandaland[Veronica]. Then return to [Ryan]
Acknowl edge t hat duitdnoéhte ng esta yf asro taent hc Inags ¢l
idea that the posters focus on characters and not plot is a classic content critique.
But not necessarily very helpful or insightful as we discovered. But what can be
helpful in these cases is to question WBHYWhy might the movie posters focus
on charaters and not the plot? What values and beliefs does this represent?
(have[Ryan] and others provide a few answers) Asking WHY can move you
beyond surface level content critiques and into what those first ideas represent
and mean. Might then have theeturn to their critiques and ask the WHY
guestion at this time to see if it helps.

e After looking at how you can develop a critique, now we will turn attention to
how people present their critiques or what genres people use for ciitigue. 6 s
start witha freewrite.

e Freewrite: Reflect back on the past two weeks of class since we started the third
unit. Have things felt similar to or different from the first two units? Why or
Why not?

¢ Have one student write on the board and the students cresitefalie genres
they have viewed the past two class periotisk them to add even more
possible genres of critique.
o Ask them all to write down this list of genres.
o The point here, | hope, is that critique can be presented in nearly any
genre, and theget to select what genre they want to present their
critique in.

e Have them select a few of those genres as a dissuss why the
writer/speaker may have selected this genre and what specific rhetorical/generic
features (content, format, dictionnsence structure, et.) did they have to take
into consideration when they composed in this genre.

e Return to their paragraphs they wrote for homework.
o Flip it over and revise based on discussion just had. Do not look at first
one.
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0 Write their critiqueat the top of another sheet of paper. Hand to
classmate. Have classmate write the paragraph without seeing the other
two.
o Then combine all three into one NEW paragraph with two genre choices
and explanations for why. Indicate which one of the twogm@umore
interested in right now.

o Will look at these and will email you if see any major problems by
Friday.

e GET OUT ASSIGNMENT SHEET AND REVIEW IT.

o Write one question that you still have about this writing project on top of
the sheet.

0 Askclassmt e to answer it in writing. | f

0 Hand to second classmate and follow the same procedure. The second
classmate must read the question and t
answer the question, even if the first person respdnd’hey can agree,
disagree, or add details.

o Hand to third classmate and follow the same procedure. The third person
MUST respond.

o Pass back to original question asker. If no one can answer the question,
then the teacher wairehdnd).( but dondét telll

Homework: Complete draft of critique that you have presented in a manner of your
choosing
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Goal: To revise texts that presdheir critiques and to preview/explain sedflection

piece.

Material: Peer Response Sheets

Activities:
Each students puts their text and peer review sheets on a desk.

0 The text and peer review sheets STAY ON THE DESK and the
STUDENTS MOVE AROUND THE ROOM.
ondt know how | ong it will take for
are in diffeent genres, but | would like for each person to get at least
TWO responses.
0 35 minutes

(0]

| d

Discussion of any remaining questions and ofssflection piece.

Get out assignment sheet and review it.

Write one question that you still have about thisingifporoject on top of
the sheet.

(0]
(0]

(0]
(0]

o

(0]

As k

cl assmate to answer it in wr

Hand to second classmate and follow the same procedure. The second

cl a

answer he question, even if the first person responded. They can agree,

ssmate must read the question

disagree, or add details.
Hand to third classmate and follow the same procedure. The third person
MUST respond.

Pass back to original question asker. If no one can answer the question,

th en

the teacher will (but donodt

30 minutes

SeltReflection Piece Explanation

(0]

Wh i
in less

|l e no Apage requirement, 0 can
than 3 full pages.

0 Need to make sure addresses two areas

A

A

Firstd why youdecided to present your critique as you did, what
genre did you use and why? This should be ab&updragraphs
of explanation, about a page, if not more.
Second select at least-3 specific and significant rhetorical
choices (but no more than 4) thauymade in your genre (whether
that be a content, diction, sentence structure, format, or structure
choice) and explain WHY you made those particular choices.
e You must be specific here and provide evidence from your
text. For example, | chose to use indual words, such as
Apower 0 and Afighto rather

t

0

ting.

and t

el |t

t 1 ma

t han
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as NUse your power to fight agai
i ndustry, 0 becauseé. . 0
e You will want to select the-3 most important rhetorical
choices that you made because you caarplain all the
choices.

o [f time permits, last five minutéswriting prompts to get started on sedfflection

piece.

ol chose to present my critique in [ins
ol made [insert specific rhetorical c ho
o Imade[insertspci fi c rhetorical choice 2] bec
ol made [insert specific rhetorical c ho

Homework: Draft of SeltReflection Piece
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Thursday 11/12
Goals: Revise SeHReflection Piece

Activities:
e Revising Content
o In groups of three, have therpen read his or her paper aloud SLOWLY.
0 The other two group members will take notes on why the writer chose the
genre, which rhetorical choices made, and why made?
o Share responses with reader. Make sure all three parts are present and
discuss which pastneed more development.

e Revising Evidence and Analysis
o0 Select one of the rhetorical choice description and explanation.
o0 Box the evidence and underline the explanation.
0 Ask a partner to answer the following questions for the evidence:
A Is the evidencelearly described? If yes, how so. If not, what can
the writer add?
A Is there enough detail of the evidence? If yes, how so. If not, what
can the writer add?
A Has the writer used specific quotes or details from the text?
0 Write each sentence of youtrpganation on a separate sheet of paper
leaving several (@) blank lines/space between each sentence.
o Ask and answer fiso whato after each of
0 Hand to a partner. Have the partner also answer the so what for each of
those sentences.
0 Revig explanation by combining and expanding on you and your
partnerds so what answer s.

Homework: All of the project due.
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Appendix 6: Common Interview Questions

1)

2)

3)

4)

5)

6)

7)

8)

How would you describe this third unit?
a. What were the goals?
b. Is this unit similar to whagou have done in other classes?

In what ways? Or How is it different?

What makes a good writing project three?
a. What do you think Kristen is looking for in this writing project?

b. How well do you think your project will please Kristen?

What was your firsteaction to the writing prompt?

How comfortable did you feel with this unit?
a. Compare your comfort level in this unit to unit 1 and 2. Different? Why?
b. How did your comfort change over the course of the unit?

If there was a continuum, on one side the nsostventional genres for the
classroom and the other the least conventional. What examples would you put on
either side? And where would you place your critique?

At the end of this unit, do you feel more or less comfortable responding to
assignments initferent ways?

In the future, do you think that you are more or less likely to choose a less
common genre in response to an assignment if given an option? Why or Why
not?

a. Do you think you will encounter more assignments that will give you
options? Whyr why not?

b. How about the seldissessment piece for unit 4? Have you thought about
what genre you will use? Would you have thought about this genre before
unit 3?

Would you like to add anything else?
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Appendi x 7: Collated Surlkxpye Riesmpoad eSe dtrioomn i

For School | For Work Outside
School and
Work

Papers/Essays
Summary 10 3 3
Description 10 4 3
Personal narrative 9 1
Opinion/position paper 10 1
Book report 10
Interpretation of a piece 10

of literature
Lab write-up/report 7 1
Analytical essay 10
5-paragraph essay 10 1 2
Research paper/report (with 9

information/sources provided)
Research paper/report (with 9

information/sources you found)
Informal writing
Notes on presdation 10 5 1

(e.g. meeting, lecture)
Notes on reading 10 2 2
Freewriting 10 2 4
Presentations
Oral report or speech 10 3 3
Powerpoint slide show 10 2 1
Informal oral presentation 9 5 5
Professional writing
Business letter 6 3 1
Resume 8 9 4
Professional article 4 1 2
Journalism 7 1
Public Writing
Letter to the editor 2
Web page text 2 4
Web page design 5 4
Blog or online journal entry 1 9
Social networking profiles (ie, 10
MySpace)
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Correspondence

Email

Personal letter

Listserv discussion

Online discussion board

Blog or online journal response

WIOIN| A~

Instant Messaging

O|O|01[N|©

Creative writing

Poetry

(63}

Spoken word

Short stoies

Long fiction

Creative nonfiction

Song lyrics

= =
alxlaBlol8
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Appendi x 6: l ndi vi dual Survey Responses for

Veronica

For School For Work Outside School and
Work

Papers/Essays

Summary

Description

Personal narrative

Opinion/position paper

Book report

XXX X[ XX

Interpretation of a piece

of literature

Lab writeup/report

Analytical essay

5-paragraph essay

XX X|X

Research paper/report (with

information/souces provided)

X

Research paper/report (with

information/sources you found)

Informal writing

Notes on presentation X

(e.g. meeting, lecture)

Notes on reading X

Freewriting X X

Presentations

Oral report ospeech

Powerpoint slide show

XXX

Informal oral presentation

Professional writing

Business letter X X

Resume X X

Professional article

Journalism

Public Writing

Letter to the editor

Web page teix

Web page design

Blog or online journal entry X

Social networking profiles (ie, X
MySpace)

Correspondence




Email

Personal letter

Listserv discussion

Online discussion board

Blog or online journal response

XX | X[ X[ X

Instant Messaging

Creative writing

Poetry

Spoken word

Short stories

XXX

Long fiction

Creative nonfiction

Song lyrics

Michael

For School

For Work

Outside School and
Work

Papers/Essays

Summary

Description

Personal narrative

X|[X|X

Opinion/position paper

Book report

Interpretation of a piece

XX

of literature

Lab writeup/report

Analytical essay

5-paragraph essay

Research paper/report (with

XXX X

informaion/sources provided)

Research paper/report (with

information/sources you found)

Informal writing

Notes on presentation

(e.g. meeting, lecture)

Notes on reading

Freewriting

Presentations

Oral report or speech

Powerpoint slide show

Informal oral presentation

XXX

Professional writing

Business letter
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Resume

Professional article

Journalism

Public Writing

Letter to the editor

Webpage text

Web page design

Blog or online journal entry

Social networking profiles (ie,
MySpace)

XXX X

Correspondence

Email

Personal letter

XX

Listserv discussion

Online discussion board

Blog or online journal@sponse

Instant Messaging

XXX

Creative writing

Poetry

Spoken word

Short stories

Long fiction

Creative nonfiction

XXX XX

Song lyrics

Lucy

For School

For Work

Outside School and
Work

Papers/Essays

Summary

Description

Personal narrative

Opinion/position paper

Book report

Interpretation of a piece

XX XXX X

of literature

Lab writeup/report

Analytical essay

5-paragraph essay

Research paper/report (with

XXX

information/sources provided)

Research paper/report (with

information/sources you found)
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Informal writing

Notes on presentation

(e.g. meeting, lecture)

Notes on reading

Freewriting

Presentations

Oral report or speech

Powerpoint slide show

Informal oral presentation

XXX

X[X|X

Professional writing

Business letter

Resume

Professional article

Journalism

XX X|X

Public Writing

Letter to the editor

Web page text

x| X

Web page design

Blog or online journal entry

Social networking profiles (ie,
MySpace)

XX

Correspondence

Email

Personal letter

Listserv discussion

Online discussion board

Blog or onlingjournal response

Instant Messaging

XXX X[ X[ X

Creative writing

Poetry

Spoken word

x| X

Short stories

Long fiction

Creative nonfiction

Song lyrics

XX XXX | X

Amanda

For School

For Work

Outside School and
Work

Papers/Essays

Summary

Description
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Personal narrative

Opinion/position paper

Book report

Interpretation of a piece

XX XX

of literature

Lab writeup/report

Analytical essay

5-paragraph essay

Research paper/regdwith

XXX |X

information/sources provided)

Research paper/report (with

X

information/sources you found)

Informal writing

Notes on presentation

(e.g. meeting, lecture)

Notes on reading

XXX

Freewriting

Presentations

Oral report or speech

Powerpoint slide show

Informal oral presentation

XXX

Professional writing

Business letter

Resume

Professional article

Journalism

XXX

Public Writing

Letter to the editor

Web page text

Web page design

Blog or online journal entry

Social networking profiles (ie,
MySpace)

XXX X

Correspondence

Email

Personal letter

x| X

Listserv discussion

Online discussion board

Blog or online journal response

Instant Messaging

Creative writing

Poetry
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Spoken word

Short stories

Long fiction

XXX

Creative nonfiction

Song lyrics

Bradley

For School

For Work

Outside School and
Work

Papers/Essays

Summary

Description

Personal narrative

Opinion/position paper

Book report

Interpretation of a piece

XXX | XXX

of literature

Lab writeup/report

Analytical essay

5-paragraph essay

Research paper/report (with

XX [ XX

information/sources provided)

Research paper/report (with

>

information/sources you found)

Informal writing

Notes on presentation

(e.g. meeting, lecture)

Notes on reading

Freewriting

Presentations

Oral report or speech

Powerpoint slide show

Informal oral presentation

XXX

Professional writing

Business letter

Resume

Professional article

Journalism

Public Writing

Letter to the editor

Web page text

Web page design

Blog or online journal entry

x| X
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Social networking profiles (ie,
MySpace)

Correspondence

Email

Personal letter

Listserv discussion

Online discussion board

Blog or online journal response

Instant Messaging

Creative writing

Poetry

Spoken word

Short stories

XX | X

Long fiction

Creative nonfiction

Song lyrics

Lauren

For School

For Work

Outside School and
Work

Papers/Essays

Summary

Description

Personal narrative

Opinion/position paper

Book report

Interpretation of a piece

XXX XXX

of literature

Lab writeup/report

Analytical essay

5-paragrap essay

Research paper/report (with

XX | XX

information/sources provided)

Research paper/report (with

X

information/sources you found)

Informal writing

Notes on presentation

(e.g. meeting, lecture)

Notes on rading

Freewriting

Presentations

Oral report or speech

Powerpoint slide show

Informal oral presentation

XXX
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Professional writing

Business letter

Resume

Professional article

Journalism

Public Writing

Letter to the editor

Web page text

Web page design

Blog or online journal entry

Social networking profiles (ie,
MySpace)

Correspondence

Email

Personal letter

Listserv discussion

Online discussion board

Blog or online journal response

Instant Messaging

XXX

Creative writing

Poetry

Spoken word

Short stories

Long fiction

Creative nonfiction

Song lyrics

XX XXX [ X

Ashley

For Schol

For Work

Outside School and
Work

Papers/Essays

Summary

Description

Personal narrative

Opinion/position paper

Book report

Interpretation of a piece

of literature

Lab writeup/report

Analytical essay

5-paragraph essay

Research paper/report (with

XXX XXX XXX X | X

information/sources provided)
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Research paper/report (with

information/sources you found)

Informal writing

Notes on presentation

(e.g. meeting, lecture)

Notes on reading

Freewriting

Presentations

Oral report or speech

Powerpoint slide show

Informal oral presentation

XXX

Professional writing

Business letter

Resume

Professional article

Journalism

XXX X

Public Writing

Letter to the editor

Web page text

x| X

Web page design

Blog or online journal entry

Social networking profiles (ie,
MySpace)

Correspondence

Email

Personal letter

Listserv discussion

Online discussion board

Blog or online journal response

Instant Messaging

Creative writing

Poetry

X

Spoken word

Short stories

Long fiction

Creative nonfiction

Song lyrics

XXX | X
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For School

For Work

Outside School and
Work

Papers/Essays

Summary

Description

Personal narrative

Opinion/position paper

Book report

Interpretation of a piece

XXX X[ XX

of literature

Lab writeup/report

Analytical essay

5-paragraph essay

Research paper/report (with

X|[X|X

information/sources provided)

Research paper/report (with

information/sources you found)

Informal writing

Notes on presentation

(e.g. meetig, lecture)

Notes on reading

Freewriting

Presentations

Oral report or speech

Powerpoint slide show

Informal oral presentation

XXX

XXX

Professional writing

Business letter

Resume

Professional article

Journalism

Public Writing

Letter to the editor

Web page text

Web page design

Blog or online journal entry

Social networking profiles (ie,
MySpace)

XX |X]| X

Correspondence

Email

Personal lger

x| X
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Listserv discussion

Online discussion board

Blog or online journal response

Instant Messaging

Creative writing

Poetry

Spoken word

Short stories

X|[X|X

Long fiction

Creative nonfiction

Song lyrics

Derrick

For School

For Work

Outside School and
Work

Papers/Essays

Summary

Description

Personal narrative

Opinion/position paper

Book report

Interpretation of a piece

of literature

Lab writeup/report

Analytical essay

5-paragraph essay

Research paper/report (with

XX XXX XX XX | X

information/sources provided)

Research paper/report (with

>

information/sources you found)

Informal writing

Notes on presentation

(e.g. meeting, lecture)

Notes on reading

Freewriting

Presentations

Oral report or speech

Powerpoint slide show

Informal oral presentation

XXX

Professional writing

Business letter

Resume

Professbnal article

Journalism




Public Writing

Letter to the editor

Web page text

Web page design

Blog or online journal entry

XX

Social networking profiles (ie
MySpace)

Correspondence

Email

Personal letter

Listserv discussion

Online discussion board

Blog or online journal response

Instant Messaging

Creative writing

Poetry

Spoken word

Short stories

X|[X|X

Long fiction

Creative nonfidbn

Song lyrics

Ryan

For School

For Work

Outside School and
Work

Papers/Essays

Summary

Description

Personal narrative

Opinion/position paper

Book report

Interpretation of a piece

XXX | XXX

of literature

Lab write-up/report

Analytical essay

5-paragraph essay

XXX

Research paper/report (with

information/sources provided)

Research paper/report (with

information/sources you found)

Informal writing

Notes on presenian

(e.g. meeting, lecture)
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Notes on reading

Freewriting

Presentations

Oral report or speech

Powerpoint slide show

Informal oral presentation

XXX

Professional writing

Business letter

Resume

Professional article

Journalism

Public Writing

Letter to the editor

Web page text

Web page design

Blog or online journal entry

Social networking profiles (ie,
MySpace)

Correspondence

Emal

Personal letter

Listserv discussion

Online discussion board

Blog or online journal response

Instant Messaging

Creative writing

Poetry

Spoken word

Short stories

Long fiction

Creative nonfictio

Song lyrics
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